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Yoav Ben-David

The Commercial Center
(Neve Eliezer), 1999
acrylic on canvas
50X79

26

TIT-12 ANY
1999, 272K 5N
12 5y P57MpR
80X110

Yoav Ben-David
East Tel Aviv, 1999
acrylic on canvas
80X110
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Yoav Ben-David
Three Girls and a Dog
(Neve Eliezer), 1999
acrylic on canvas
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Yoav Ben-David

Kupat Holim Clalit, 1999
acrylic on canvas
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Gil & Moti
Untitled, 2002
oil on canvas
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Jan Tichy
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Untitled (Maitz), Untitled (Kedma)
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Fouad Agbaria

Untitled (Jaffa), 2011
oil on canvas
60x45
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Fentabil Aklilu
Handicraft (from the
series: Identity in
Migration), 2023
c-print
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Fentabil Aklilu

From the series: Identity in Migration, 2023

Right to left:

First row: Barriers, 16, Dawit, The Dream, Migrant Tax, Handicraft

Second row: Nana, Cause of Action, On the Threshold, Eandalew, 4 Hours Flight, Parisian Building
Third row: Laurels, The Tools of a Patriot, Marks, Expectation, Hope, Yemano

c-print, 48X48 each
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36.5X63

Naomi Siman Tov

From the series: How Does an
Artist Go?, 1993-2003

Top to bottom:

Boom Boom, Bow-Wow, Ha Ha
silver print, 36.5X63
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273X YN vAb qoIK

Naomi Siman Tov

Kiryat Eliezer - Day

(from the series: Paradise or Beds
and Mattresses), 1998

oil on canvas

120X185

Private Collection, Tel Aviv

21B-110 My
1979 - oK np

IX TV 72" 77701 INn)
1998 ("M MvM
115y 1w

120X185

Naomi Siman Tov

Kiryat Eliezer - Night

(from the series: Paradise or
Beds and Mattresses), 1998
oil on canvas

120X185
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Davi Barell

Untitled (from the series:
Project Renewal), 2016

archival pigment print (collage)
52X53
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Davi Barell

Untitled (from the series:
Project Renewal), 2017

archival pigment print (collage)
70X115
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Davi Barell

Untitled, 2020

pigment print (collage)

52X58
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Davi Barell
Untitled (from the series:
Project Renewal), 2017

archival pigment print (collage)
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Ariel Asseo
Untitled, 2010
oil on cardboard
50X70
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Ariel Asseo
Herzliya West, 2011
oil on plywood
122X99

IROR DRMN

2011 13971 moxIT
M yy Sy mw
122X178

Ariel Asseo
Herzliya Center, 2011
oil on plywood
122X178
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Ariel Asseo

Oren Cinema, 2011
oil on plywood
121X145

-

IRDR DRMN
2010 ,n1Mma X5%
noap Sy 1w
50X70

Ariel Asseo
Untitled, 2010
oil on cardboard
50X70
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Meir Gal

Beit Hanina

(Pisgat Ze'ev), 1995-1997
c-print
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Rona Yefman
Gang, 2001
c-print

70X90
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STARTING OUT

I was surprised when Efrat informed me that the theme of the next exhibition would
be neighborhoods. At first I didn’t think there were enough works on the subject in
the collection. When I saw the list of works for the exhibition, I realized that the
neighborhood stars in a number of the series in the collection, and I also noticed
that many of them were created and exhibited by artists who were just starting out.

The series of photographs by Eli Singalovski was presented as his graduation project
in Bezalel, and so too the series of photographs by Fentabil Aklilu, who was a student
at Minshar. The photographic series by Tamir Zadok was presented as his first
solo show in a commercial gallery, three years after his graduation. The series of
photographs by Joshua Simon, who is known as a curator and an author, was created
when he was just 20 and was displayed in his first-ever one-man show. Osnat Bar-Or’s
series of photographs is part of her first museum-based solo exhibition, and the same
is true of the photographs by Sharon Ya’ari. The painting by Fouad Agbaria was done
even before his first solo show, and the series of photographs by Meir Gal was created
five years after he completed his studies and was exhibited in his second solo show.

When you think about it, it’s not surprising that artists at the outset of their career
choose to return to the point from which they embarked on their road in life and
to what shaped them - to childhood, home, the neighborhood. Accordingly, it’s also
natural for works like these to be in our collection, which is interested particularly
in artists who are just starting out.

Amos Schocken
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"When our eyes stop to look once again at

places that lack any additional value of glory or
recognition, of residences that supply nothing
more than the basic needs of existence - we tend
to identify those needs with the consumption (not
capitalistic, not fetishistic) of living condition.
There is something exciting and heartwarming

in this identification, as long as one notices
boxlike protecting structures. Structures with
niches, corners, and enclaves, places that store a
certain melancholy in our awareness and lead us to
imagine that someone has put together

a home, is cozied up inside, shaltered among
objects connected to life, warmth, quiet,
intimacy, and absolute privacy."

Shapira Sarit, Not to be Looked at, 1999,
Israel Museum, Jerusalem, p. 109
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Untitled, 2020

archival pigment print (collage)
173X140

From the moment of birth, a human being is part
of something. The ability to exist in absolute
isolation, without other people, is as limited as it
is rare. Throughout life, we will be part of different
and changing reference groups, some by force of
circumstance, others by choice and desire; we will
accept some of them with love, others not in the
least; but all of them will influence the course
of our life.

The first reference group is of course the family,
after which groups in ever widening circles are
added: extended family, ethnic community,
religious affiliation, gender, nationality, social
class and more. All these categories are frequently
mentioned in research studies about the
individual’s identity and identification, and about
our psychological and sociological condition.
Less central status in this regard is “place” - the
geographical group as a circle of reference.

As Juval Portugali writes, “Scholars of the
social sciences and the humanities deal with
man, culture and society as though they exist
on the head of pin. ... In other words, as though
there is no space that separates and connects,
simultaneously, the cultural to the economic and

the social. As though no intimate, experiential

relationship exists between a person and their
home, neighborhood or city of residence, namely
a ‘place.” And as though people do not exist in an
environment, which is to say a configuration,
which is the space, the place and the network of

connections they create.”!

This exhibition aims to direct our gaze to that
network of connections between people and
place, and to a very specific place: the urban
neighborhood in Israel.
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Urban and architectural design do not stand
on their own. They are inextricably linked with
politics, the economy, sociology and psychology,
and are responsible for creating and shaping the
“place” that is the setting for the daily routine
of millions of people, from the most intimate
level - room and home - to yard and street, and
all the way up to public institutions. As such, the
products of that design function on the one hand
as a “background” to the activity and occurrences
of life, while at the same time wielding influence
on them; but because that influence is perceived
as “background,” it does not get the attention it
deserves.

The neighborhood is not only the “place” of the
community; in large measure it is what builds
the community, creating the geographical
reference group for its residents, irrespective
of how involved they are in communal life or
how satisfied they are with it. “By far the most
common type of cohesion said to exist in all types
of neighborhoods,” writes Gerald D. Suttles, “is a
positive and sentimental attachment to neighbors,
local establishments, and local traditions to the
exclusion of other persons, establishments, and
traditions. No doubt such warm attachments to
neighborhoods do exist, but they are too narrow
and special a case to characterize fully the range
and forms which neighborhood cohesion can take.
Indeed, it is because of such a narrow focus... that
some researchers may have simply discounted the
very existence of the neighborhood... since not all
members are always firmly and positively attached

to one another.”?

The planning history of the Israeli neighborhood
is quite well known: from the models of “workers
quarters” and “workers housing cooperatives” in
the 1930s; the public-housing “block” in the 1950s
and 1960s; the “model housing” and “build your
home” programs of the 1970s; the transition to
building in the free market beginning in the 1980s;
and from there to postmodernist eclecticism,
construction of high-rise complexes and the
present-day Tama 38 city plan and “evacuation-
reconstruction” projects.

As a young country, Israel constitutes a singular
case of urban planning, even on a global scale,
above all due to the unprecedented surges in
its population growth within a short period,
immediately after the state’s establishment.
Between 1947 and 1960, the Jewish population in
Israel almost tripled , increasing from 650,000 to
2,000,000.% That vast mass of people required
housing, and because the majority of the new
arrivals were indigent refugees, the state viewed
this as its task.

The solution that was found is what is familiar
to this day as public housing, consisting of rows
of uniform, three-story buildings, each with
two or three entrances, and a yard shared by
the occupants of each building. The apartments
are undeviatingly uniform in size and layout,
and each group of buildings is concentrated
as an autonomous neighborhood, with its own
commercial center, public park, playground,
primary school, well-baby center and health
maintenance organization clinic.

This model replicated itself throughout the
country, from north to south, in the big cities
and in the new outlying towns built to house new
immigrants (known as “development towns” in
Hebrew). It was an architectural product of the
modernist residential machine created by Le
Corbusier and a planning product of the ideology
of the socialist welfare state of the period.*
“The regulations of the construction plans for
residences in the young State of Israel,” writes
Dan Price, “were not generated with the intention
of building more efficiently, but expressed
egalitarian social aspirations: equal housing for
all.”®

The Zionist construction project at its zenith - the
public housing projects of the 1950s and 1960s -
which dominated the aesthetics of the urban space
in Israel for decades afterward and continues to
do so in many places even today - is replete with
all the issues of domestic Israeli politics, above
all the ethnic-class issue: Ashkenazim-Mizrahim,
connected-excluded. As noted, the neighborhood
is not a neutral planning entity that creates a place

in the physical sense alone; it is a product of a
specific human culture, and as such it replicates
the balance of forces within that culture.

The occupants of the public housing projects
arrived from all the Jewish diasporas:
immigrants streamed into Israel in the
1950s and 1960s from every corner of the
globe, equally divided numerically between
Ashkenazim (Jews of European origin) and
Mizrahim (Jews originating in Muslim countries).®
However, the population dispersal between
periphery and center was of radically different
proportions. The dispersal project, which was
undertaken to meet state-declared security needs
- to determine facts on the ground, preserve
borders and seize lands - was implemented
unequally. Most of the Mizrahi immigrants were
channeled directly to the new towns in the remote
periphery within the framework of a policy
known as “from the ship to permanent housing”;
however, many of the Ashkenazi newcomers,
some of whom had city-based acquaintances
and relatives from earlier waves of immigration,
while others espoused a Zionist land-settlement
consciousness, moved to the established cities or
to rural farming communities.

Another factor in this equation is that many of
the Ashkenazim who did initially settle in the
“development towns” left them within a few
years. “The immigrants from the countries of
Europe in the development towns,” write Rachel
Kallus and Hubert Law-Yone, “left them at the
first opportunity in favor of better apartments in
the established cities in the center of the country,

enabled by their social-political mobility.””

The ethnic-class division between Ashkenazim
and Mizrahim frames the bulk of the critique
of the public housing projects. In this view,
the state’s action, from the decision makers
to the planners and architects (virtually all of
them male Ashkenazim), was motivated by the
ideological conception of the Zionism-socialism-
modernism trinity. This approach, it is argued,
was wholly Western in character and completely
ignored the attributes and needs of the Mizrahi

immigrants, effectively imposing on them a place
of domicile and a form of dwelling that was alien
and deficient.

“Modernism,” write Kallus and Law-Yone, “placed
at the disposal of the Zionist movement, and
especially socialist Zionism, the requisite tools to
create a space based on its national determination,
which rested on a triple negation: negation of the
diaspora, negation of the bourgeoisie and negation
of the orient.”®

The magnitude of the crisis that ensued is
commensurate with the disparity between the
good intentions - the utopian design of public
neighborhoods built by the state, without private
capital, uniformly and equally, with green areas
and access to education and leisure institutions
- and their resounding failure, particularly in the
far-flung new towns. “With the foundation of the
first New Towns,” writes Zvi Efrat, “it became
apparent that the progressive zoning principles
and the generous ‘ecological’ attitude simply do
not work. The detached, sparsely populated, ready-
made towns weighed down disproportionately on
the national budget due to the huge investment
in infrastructure they demanded. The supply of
capital and entrepreneurship (both from public
and private sources) required the creation of
jobs in those out-of-the-way locations and lagged
behind the pace at which the immigrants were
sent to the New Towns. [..] The ‘alienation,
degeneration and low quality of life’ in the big

Portugali, p. 214.
Suttles, p. 35.
Price, p. 128.
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city, so consistently denounced by official state
propaganda, were replaced in no time with
homogeneity, remoteness, and deprivation.
Criticism soon took over the prophetic positivism

of the professionals.”’

To professional critique was added social and
political criticism, which was soon joined by
criticism from the field by activists of the Mizrahi
protest movement themselves. What united
all these voices was their recognition that the
neighborhood was a site of oppression that was
being utilized as a tool by the state to erase the
Mizrahi immigrants’ identity.

Alongside this theoretical-political consensus,
other findings from the field showed that the
neighborhood could not overcome the Mizrahi
identity, in fact the exact opposite: not only was
that identity not erased, but the neighborhood
became, physically and spiritually, its locus, its
“place.” Life, it turns out, has its own thrust:
Western socialism and modernism, in whose
name the state tried to bring the dwelling space
under its aegis and thereby to “reeducate” the
new immigrants, did not stop the inhabitants
from creating facts on the ground, reshaping
their residential milieu and crystalizing their
community according to their lights and their
universe of values. The neighborhood did not
change them - they changed the neighborhood.

An article by Hadas Shadar and Haim Yacobi
titled “The Housing Machine: Toward Alternative
Modernity,” and a later article by Yacobi, “The
Mizrahi Housing Machine,” describe the interface
between the architecture of the public housing
projects and their occupants, and how this
produced in its turn something new. “Indeed, it
appears that the Mizrahi subject has internalized
his identity-identification with the apartment
blocks,” Yacobi writes, “and thereby has raised,
if only in part, the possibility of seeing them as
a Mizrahi site that manifests the possibility of
alternative modernity. By this I mean that over
the years, architectural elements were added
to the apartment blocks which are classified as
illegal and as lacking consideration for the public

space. These [elements] include, among others,
the appropriation of previously neglected areas
and their transformation into private gardens, as
well as changes in the standard elements of the
building, such as windows and entrances, thus
blurring the anonymity they confer. [...]

“Architectural activity ‘from below,’” Yacobi
continues, “robbed the experts of the ability to
control the domestic and public space, and thus
the apartment block calls into question the
project of the social, identity-based and spatial
modernity of the national rationale. Substantial
elements of the ‘architectural disorder’ that is
discernible in the neighborhoods and in many
frontier communities, go beyond the desire to
improve quality of life (i.e., adding a room or
expanding the kitchen), and in their materiality
and configurations they foreground cultural
conceptions that are incompatible with the
hegemonic vision of modernity.”1% In today’s
slang, it can be said that the Mizrahi immigrants
showed the decision makers and planners what
a ‘hood’ is.

The apartment blocks became a cultural symbol
of Mizrahiness, and are frequently represented as
such in Israeli television series and films. Children
of the 1970s will remember the series “The
Children from Haim Neighborhood,” those of the
second decade of the 2000s recall another series,
“Neighborhood,” and also a number of television
and cinema films. Among the latter: “Bread”
(1985), “Shehor” (1994), “Lovesick on Nana Street”
(1995), “Desperado Square” (2001; Hebrew title:
“Square of Dreams”), “Vasermil” (2007) and more.
All of them are set in neighborhoods of the Israeli
periphery, in which the neighborhood, in both its
physical and social aspects, is not only a backdrop
but a crucial component of identity.

The positive depiction of these neighborhoods,
in contrast to the negative reputation they
acquired among the Israeli middle class and the
stereotypes that formed around them, does not
constitute their idealization; it is the result of
growing awareness of the opinions, feelings and
experiences of the present and former residents

of the neighborhoods. In their book “Binyan
Haaretz [Building the Land]: Public Housing in
the 1950s,” published in 1999 in conjunction with
an eponymous exhibition, the curators Miriam
Tuvia and Michael Boneh invited Amos Gitai
to show his video installation, “Public Housing
Performance.” Between November 1998 and March
1999, Gitai filmed interviews with residents of
public housing neighborhoods throughout the
country and spoke with them about their attitude
toward the neighborhoods.

“The meandering autobiographical stories
in our performance,” Gitai writes, “are also
interesting narratively — how a person packs up
their biography and how they juxtapose intimate
tales of their personal story with the stories
that document their attitude toward the built-up
envelope in which they reside in public housing.
[...] Some of the occupants of the public housing
projects of the 1950s are still living in the same
apartments. Contrary to the bad name with which
the projects were branded, almost everyone who
was interviewed, randomly, expressed satisfaction
with life in the place and in the residential

surroundings.”!!

Among the testimonies: “When we entered here,
there was no difference between the occupants,
who were from all ethnic groups and were all
types,” relate Zippora and Yisrael Sulami from
the Yad Eliahu neighborhood in Tel Aviv. “We’ve
been fortunate to have good neighbors to this day.
.. We got along well, the oriental communities
and [those] from Europe, we were like a family.”
And Yitzhak Sultan, from Neighborhood Dalet in
Be’er Sheva, says, “They built this neighborhood
in 1953, there was a school here, too, also an
ulpan [intensive Hebrew-language course] and
an HMO clinic. It was fun living in a ground-
floor apartment. We raised pigeons, donkeys and
sheep. Everyone had their hobby. We rode here a
lot on bikes, there were no cars. We weren’t afraid.
Things were good. The house was small, crowded,
but I didn’t envy people who lived in three-story
private homes. I had everything I wanted... 1 had a
good childhood in this house. Very good. I'm still

living here today. I didn’t leave.”!?

A little more than a decade after Gitai’s work, Tel
Aviv University’s Laboratory for Contemporary
Urban Design, headed by Tali Hatuka, came
into being, as part of a project whose summing
up appeared in the form of a book titled “State-
Neighborhood.” The lab’s researchers set out to
examine several questions: “How does planning
affect the social relations in a place? How does
the social dynamic challenge planning? And in
general, what is the spatial-social vista that is
reflected by these surroundings?”!3

They too found, together with the criticism, the
urban neglect and the residents’ frustration, many
unexpected opinions, feelings and observations
about social relations and the sense of belonging
to a place. “We encountered many surprises. The
residents of the neighborhoods opened their doors
to us and shattered prejudices...”** The book’s first
chapter is about the apartment blocks that were
built in the 1950s and 1960s.

The impression gleaned from the place itself and
from the interviewees’ remarks paints a far from
simple picture of peeling, ageing neighborhoods,
some of whose present-day residents are
temporary while others are looking for a way
out. However, in part the talk and the feelings
that were expressed reflected a very strong and
significant sense of community: “There’s no way
you can get stuck - the women neighbors are like
one big family and help each other”; “We, thank
God, sit together and talk together. Like brothers.
We collect money every month and cultivate the
garden ourselves”; “We lack for nothing, it’s
quality of life, we never leave the neighborhood -
there’s no need, because we have everything here.”

9 Efrat, 2005, unpaginated.
10 Yacobi, pp. 188-189.

11 Gitai, pp. 23, 32.

12 Ibid., pp. 36-38.

13 Hatuka and LCUD, p. 10.
14 Ibid., p. 11.
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“The connections between the residents stand
out,” the lab members sum up. “Some of them
termed their neighbors ‘family,’ and a strong
feeling of belonging to the place is also blatant.”!>

The memory of a feeling of solidarity, closeness
and belonging to a neighborhood community was
preserved by millions of children who grew up in
peripheral urban neighborhoods and as adults
were scattered across the whole spectrum of Israeli
society. Their memories play a part in forming
their identity and consciousness and in shaping
their personality, and testimony to that formative
imprint is also visible in the form of sentiments,
nostalgia and longings for the old neighborhood.'®
Many active Facebook groups were created by
former residents of these neighborhoods across
the country in order to share common memories;
the site of the Council for Promoting the Israeli
Heritage has a category called “My Neighborhood”
where former residents post photographs and
memories of the neighborhoods in which they
grew up; and some municipalities allot a special
place on their website for past and present
residents to post memories from the city’s oldest
neighborhoods.

Memories of these neighborhoods also appear
as a driving force in Israeli prose fiction - from
Haim Be’er via Amir Guttfreund to Shimon Adaf
and many others - while in poetry, unsurprisingly,
they are especially pronounced in the Mizrahi
poetry that burst to center stage with the Ars
Poetica group. The presence of the neighborhood
experience in the artistic realm often stems from
the biography of the creative artist, but not in
every case. In the end, the typical Israeli urban
neighborhood is a cityscape that repeats itself in
every place, familiar and present.

In the visual arts, a number of architectural
exhibitions on the subject have been held over the
years. In 1999, Miriam Tuvia and Michael Boneh
curated the exhibition “Binyan Haaretz [Building
the Land]: Public Housing in the 1950s,” which
was shown at the Mishkan Museum of Art, Ein
Harod, in 1999, and afterward in the Herzliya
Museum of Contemporary Art. In 2001 a large

part of the monumental exhibition “The Israeli
Project,” curated by Zvi Efrat, which was shown
at the Helena Rubinstein Pavilion, Tel Aviv, was
devoted to the planning of urban residences
in general and the public housing projects of
the 1950s in particular. In 2008, the exhibition
“Additions. Architecture Along a Continuum,”
curated by Michal Cederbaum and Nitzan Kalush
Chechick, held in the Israeli Pavilion of the
International Architecture Exhibition, Venice
Biennial, addressed in part the phenomenon
of making additions to residential dwellings in
neighborhoods. And in 2011, an exhibition titled
“Public Housing from the Inside,” curated by
Hadas Shadar, Shelly Cohen and Eran Tamir Tawil
- the product of fieldwork by students from the
Faculty of Architecture at the Haifa Technion -
was shown at Architects House, Tel Aviv.

In the realm of the plastic arts, the neighborhood
was rarely considered a theme in its own right.
Among the few exhibitions held on the subject
are the 1996 group show, “Machines for Living:
Architecture of Visibility,” curators: Vered
Maimon and Ilana Tenenbaum, which was
presented in three spaces concurrently in Tel
Aviv (Camera Obscura, the Borochov Studio and
Beit Haamudim); “Not to Be Looked At,” curated
by Sarit Shapira at the Israel Museum, Jerusalem,
in 1999; and “Demolition Party: From Public
Housing to Residential Tower,” curator: Hadas
Shadar, held at the Haifa City Museum in 2019.
The latter exhibition focuses on the late fate of
public housing, which was abandoned to the jaws
of the private market and the entrepreneurs of
“evacuation-reconstruction.” “The demolition of
public housing projects also entails the destruction

15 Ibid., pp. 39, 62, 78,
93, 99.

16 On the significance of the
neighborhood in the processes
of the formation of self-identity,
see: Kearns and Parkinson,
pp. 2103-2110.

17 Shadar, 2019, unpaginated.

of the values they embody: equality, simplicity,
and government assistance in providing shelter
for all Israeli citizens... As the co-ops crumbled,
so did the fundamental idea they represent - that

of community values.”!

The image of and occupation with the
neighborhood as territory that plays a role in
private and general history, is found in the work
of some of the major figures in the local art scene,
particularly from the 1990s onward, and especially,
though not only, in the field of photography. The
story of the Israeli neighborhood testifies above
all to the force life possesses to burst out of the
disparity between conception and reality, and to
reshape reality. The present exhibition assembles
a group of works from the Haaretz Collection that
refer to this turning point from different aspects,
and give rise - beyond feelings of nostalgia and
longing - to thoughts about the significance of
the residential environment, the part played by

the neighborhood in creating a community and
in grounding feelings of identity and belonging,
and the influence of a place on the people who
dwell in it - but no less about their own influence
on the place.
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In 's work “Accident” (1999) pp. 18-19,
the neighborhood block becomes street theater.
The picture is divided widthwise into two: in the
upper part, the grid of the block dominates in a
dual role of set and gallery, while in the lower
section the neighborhood’s residents have the
double role of audience and actors. The doubling
of the work into a diptych heightens the sense
of an arena, in whose center the reason for the
congregating of local residents is revealed: a
traffic accident.

Ya’ari captures the moment and succeeds in
snapping a documentary picture that appears
to be masterfully staged. The details look so
familiar - a prefab residential block, plastic
blinds, graffiti on the walls, Ackerstein paving
stones, laundry hanging on ropes and blankets
draped over the windowsill for airing, women
and children peeking out of the windows and the
people of the neighborhood, adults and children
in everyday attire, milling next to police barrier
tape. Everyone knows everyone, they’re chatting,
pointing, close to one another, watching a
routine-breaking event. The picture is one of an
Israeli “everyplace” - it could have been taken in
Kiryat Shemona, Dimona or anywhere else - that
captures the average neighborhood experience,
which exists between material fatigue and a spirit
of communal familiarity.

Ya’ari’s photographic oeuvre is characterized
by a special interest in life environments and
residential surroundings which, even when they
appear devoid of people, bear signs of human
habitation. In his photographs he is almost
always drawn to regions in which time has done
its work to create decaying, scarred, second-hand,
somewhat neglected surroundings. “Sderot,” from
1999 p. 17, is part of a series of such works which
were shown in his solo exhibition at the Herzliya
Museum that year. A group of four elderly people,
identifiable as immigrants from Russia, is walking
on a dirt trail that crosses a field, toward a housing
project consisting of rows of uniform buildings.
“In well-regulated, well-kept places the individual
has no room for shortcuts,” Ya’ari says about this
worKk. “The four people in Sderot are taking their
everyday path, which is a shortcut. Walking has
shaped the landscape, forming steps on which

to climb out of the hollow in the land. They are
evidence of private routines which affect a public
space. Identifying this daily, repetitive action
which affects the environment, is touching. It's

the opposite of disconnectedness.”'8

The aesthetics of the apartment block, which
combines three elements - architectural,
chronological and human - is evident in many
of the works in the exhibition. Architecturally,
the emphasis is on the grid-like appearance, the
division into identical units of the apartments
in the lone block and of the cluster of blocks
that are grouped together. Chronologically, the
ravages of time are evident in the buildings and
the open spaces alike, which suffer from natural
deterioration and neglect at varying levels. From
the human standpoint, what stands out are the
alterations and additions made by the occupants,
including extensions, balcony closures, the
addition of a laundry hideaway, fenced-off areas
and more; as well as the temporary changes and
other signs attesting to the existence of domestic
and community life.

The series of works by

from 2014 focuses on the lone building, each
photograph constituting a distinctive portrait
pp. 21-25, 87. Together, they map different types
of neighborhood residential structures. The
photographs were taken in a number of peripheral
housing projects — Beit Shemesh, Bat Yam, Kiryat
Gat and Yeruham, among other locales - with
a long exposure at night, so the building glows
against a black background and is poised as a
sculptural monument. The Haaretz Collection
acquired the entire series, which was exhibited
in Singalovski’s undergraduate degree show.
“From the moment the construction process is
completed,” the exhibition’s accompanying text
stated, “the generic residential building begins
to undergo an endless evolutionary process of
changes, both small and large, which are made
unceasingly at the independent initiative of
individuals. These alterations transform the
structure into a kind of living organism that
morphs and adapts itself to the needs of the
period and of the occupants. The long-exposure
night shots and the transition to black and

white make it possible, to a degree, to isolate
the structures from their surroundings, thus
facilitating the focus on the multiple details that
define and set apart each structure in an attempt
to personify the lone structure and emphasize the
singular temperament that characterizes these

buildings.”!®

In the paintings of , apartment
blocks and commercial centers act as a
background, as a stage curtain stretching from
one end of the painting to the other, while in the
foreground children and youths engage in social
activity in the neighborhood pp. 27-31. The paintings
were done on the basis of photographs, and the
young people are seen to be responding willingly
to the camera, “arranging themselves” for the
shot, returning the gaze. Ben-David’s paintings
are part of a series that was exhibited in 1999 in
Line 16 Gallery, located in the community center
of the Neve Eliezer neighborhood in Tel Aviv, in a
solo show titled “Tel Aviv East,” from which they
were acquired by the Haaretz Collection.

“My work in Line 16, the gallery in a local
community center,” Ben-David wrote about his
working process, “references the neighborhood
and the surroundings in which it is set - Neve
Eliezer and Kfar Shalem - a region located on
the eastern fringes of Tel Aviv. An out-of-the-way
place, which, if you don’t have a good reason to
visit it, you won’t know exists. I was happy to have
been offered the opportunity to hold an exhibition
there, and it seems natural to me that the
exhibition will deal with the place. [...] I wandered
around between the apartment blocks, looking
for what characterizes the neighborhoods, I
photographed different structures and residential
buildings, which were built in different periods,
and among them I found vestiges of the Arab
village that had been there.

“[..] 1 developed the pictures from the visit and
I felt that something was missing, as though the
people had fled from the place and left it empty;
I went back to photograph people. I went to the
commercial center and met local residents. When
I told them that I'm a painter and that they would
appear in the exhibition, they showed an interest
and even wanted to have their pictures taken. I

noticed especially the children, who cooperated
and displayed their talents for the camera. I told
them about myself and my work, I showed them
a portfolio, they told me about themselves, about
their hobbies and their dreams. I was happy
about that interesting encounter. From that
experience and over a period, I painted, and in
the studio I connected everything for this series
of palintings.”20

Line 16 Gallery was established in 1998 by the
curator Irit Segoli in order to forge a connection
between contemporary Israeli artists and the
community of Tel Aviv’s eastern neighborhoods.
She has curated many shows at the venue,
including that of Ben-David and also, in 2002,

's “Road to a Dream,” from which the
Haaretz Collection acquired “Untitled” (2002) p. 33.
Like Ben-David, Gil and Moti roamed the
neighborhood with a camera, photographed
themselves with local residents, and went back
to the studio to do oil paintings based on the
photographic images. In the painting here, they
are seen with one of the neighborhood’s regular,
well-known gardeners. From the outset of their
joint career, Gil and Moti, a pair of artists who
have been living and creating art together since
1994, challenged the boundary between one artist
and another, between life and art, between artists
and audience and between creation and action.
In 2002, they attracted considerable attention as
they wandered through the neighborhood, dressed
as usual like twins, both with oxidized hair and
matching hairdos evoking the antennae of aliens.
In the neighborhood, any neighborhood, there
are places where the local residents meet and
where the life of the community is forged: the

18 Ya’ari with Maimon, p. 230.

19 Singalovski, Exhibition
Text, unpaginated.

20 Ben-David, unpaginated.
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commercial center, the public park, the synagogue,
the sidewalk railings, etc. In a move that continues
their boundary-dissolving performative activity,
Gil and Moti decided to transform the gallery,
too, into a neighborhood encounter venue. At the
center of their exhibition they placed a kiosk/
hair salon and invited the local residents to come
to the gallery, where they combed people’s hair
in antenna style like their own. On the walls of
the kiosk they hung pages containing written
dreams that people in the neighborhood told
them, and photographs of residents with the
new hairdo. Large-scale oil paintings done in
advance in the studio were hung on the gallery’s
walls as a background to the installation, and the
neighborhood’s residents streamed to the gallery.

Meeting places, shortcuts, regular daily routes
help mark the neighborhood’s territory. In the
video work “Alive” (2018) p. 35,

drives along the regular route he took in
childhood from home to school in the Galilee
city of Shfaram, where he grew up, filming as he
goes. In the center of the frame his hand is seen
pointing to buildings, people, objects and animals
he passes, while in the background his voice is
heard in Arabic, saying repeatedly, “This house
is alive, this bird is alive, this fence is alive, this
post office is alive...” Subtitles at the bottom of
the frame provide translations into Hebrew and
English.

Natour - much of whose work is devoted to the
connection between the textual and the visual,
the transition between languages, the power of
language to create reality, to truth and denial and
to forging absurd situations - here stretches to the
limit this sphere of interest as he stage-directs
a situation of “words can Kkill or bring to life”:
What is alive is what I point to and speak its name.
Natour breathes life into elements of everyday
routine in the neighborhood, which otherwise
might be considered to have died twice: once
in the shrouds of memories of his childhood, to
which he can never return, and a second time by
being forever frozen in the photographic image.
He is also positing here, on the border of the
serious/humorous, the conception of the artist
as shaman. Without ceremonies, disguises or

incomprehensible mumbling, he casts a spell by
means of finger and word alone, and stirs into
life that which from the outset was alive and well.

“Marking Territory” is the title of a solo show from
2010 by in the Rosenfeld Gallery,
Tel Aviv, and of the series of photographs of which
the exhibition consisted pp. 37-39. Zadok, who is
also intent on revitalizing the way of life of the
neighborhood’s youth, photographs scenes that
reconstruct neighborhood group activity, mainly
of children and teens playing on a basketball
court or a soccer field, fooling around on sand
piles, hopping between car tires or celebrating by
drinking in the street.

At first glance, all the images are perceived to
be documentary shots and are identified as a
record of everyday life in a peripheral Mizrahi
neighborhood. A closer look reveals that the
photographs are staged and that the recurring
figure in them is Zadok himself, as one of the
actors, playing a different role in each case - as
one of the guys, as a group leader, as a soccer
player. His artistic act - casting and directing
“look like” scenes - is heartrending, because
it is a chronicle of a failure foretold, of longing
for the “real thing” of which his replication will
always be merely a replication. But at the same
time it calls into question the very possibility and
validity of the “thing itself”; the very question of
identity, which, imposed from the outside, is never
entirely compatible, and in the end is exposed
as role playing. The illusion of highly credible
documentation leads here to an injection of doubt
and the dissolution of the authentic.

“Of all those who reside in a neighborhood,”
writes Gerald D. Suttles, “children seem to be
most nearly contained in its boundaries. Most
of the groups to which they can belong - school
groups, church groups, athletic teams, and the
scouts - remain territorially defined. [...] Because
they are so restricted to their neighborhood or
its immediate vicinity, children may be the major

producers and carriers of neighborhood life.”%!

The school is an important place in the life of
the neighborhood community. Not only do the

children get to know one another there, make
friends, spend many hours of the day together
across years, but parents and whole families
become acquainted through the school. Yet, like
the neighborhood apartment blocks, the school
as a physical place projects the very opposite of
warmth and intimacy, and the criticism aimed at
it echoes the reservations that are voiced about the
housing projects: alienation, inconsiderateness
and above all the disparity between intention and
reality.

In March 2002, ’s solo show,
“School” (the Hebrew title is a play on the two
words, “house” and “book,” which together
comprise the word for “school”), extended across
two museums, Herzliya and Ein Harod. During
1999-2001, Bar-Or photographed a large number
of state-education schools throughout Israel.
The photographs, in which no human figures
appear, document schools from the outside and
the inside - the corridors, classrooms, teachers’
rooms, yards, entry gate and so on pp. 41-45, 104. The
exhibition was accompanied by a book bearing the
same title, which contains the photographs along
with articles by representatives of the worlds of
art, architecture and education.

"The book", Galia Bar Or wrote in the introduction,
“is fraught with multilayered, multi-contextual
memory; its focus is on the association between
the conceptual-social and the architectonic. It
gives expression to certain educational trends and
above all raises the question of the gap between
communitarian, democratic and dialogic ideas
and their translation in practice, in a society
that was characterized by hegemonies and the
repression of conflicts.”%?

The picture that arises from Bar-Or’s series is
a grim one: the surroundings look meager and
shabby, antiquated, yet at the same time forceful
and threatening, with window bars, fences, endless
corridors, looming doors and stultifying yards. In
places where an effort has been made to beautify
and decorate the space, it always consists of empty
slogans, of directives and orders, and above all is
rife with national or religious indoctrination.
The school environment looks disconnected from
the life of the students and from their natural
surroundings. “As a protected space,” writes Vered

Maimon, “the school is not part of a life milieu,
community-based or otherwise , but is marked as
a separate territory‘"z"’

Despite this, reality demonstrates that the school
is one of the centers in which the neighborhood
community coalesces, where self-expression, a
special atmosphere, friendships and a feeling of
belonging to the community are woven behind
the window bars and in the corridors. In Bar-
Or’s photographs, all this can be seen bursting
forth in the form of inscriptions, pictures and
engravings on the desks, the walls and the doors
of the school - markers of a flow of autonomous
life that springs from the cracks in the model of
a uniform, rigid school.

The “Untitled” photographs of are from
the series “Here and There” which was exhibited
in his solo show, “Tzimtzum,” in 2022 at the New
Gallery: Artists' Studios Teddy, Jerusalem pp. 46-47.
Tichy, who lives in Chicago, spent three months in
Jerusalem, during which he created the works that
formed the exhibition. He used analog cameras
that belonged to two American photographers
- Robert Frank and Nathan Lerner - which he
received on loan for the Jerusalem project. “He
carried the two cameras everywhere,” writes
Ilanit Konopny, the curator of the exhibition,
“wandering and shooting, learning and
photographing, observing the local space through
two different formats, through the eyes of two of
the greatest documentary photographers.”24

Tichy’s roaming gradually narrowed to the
area around the gallery, which is located in
Teddy Stadium, at the intersection of three

21 Suttles, pp. 37-38.

22 BarOr, p. 9.

23 Maimon, p. 35.

24 Konopny, unpaginated.
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neighborhoods: Malha, Katamonim and Sharfat.
The black-and-white photographs, devoid of
human figures, focus on fragments of the houses
in the neighborhoods and on the open areas
- gates, bars, fagades, weeds, electricity wires
and treetops. The human presence is seen only
through improvised construction solutions and
practical and decorative additions made by human
hands. All these elements enter into a well-built
composition enhanced by an accentuated contrast
of light and shadow, which adds a dramatic,
romantic touch. The photographer appears to fall
in love with these cityscapes, and loving prompts
touching.

Tichy also documents the three neighborhoods by
means of contact with paper pp. 4s-49. “In ‘Katamon
City,”” Konopny notes, “Tichy affixed newsprint to
walls and applied frottage (a rubbing technique)
to create a charcoal impression of the textures of
apartment blocks that were slated for demolition
in an evacuation-reconstruction process. Focusing
on the facade of one particular building in the
neighborhood, at 144 Elmaliach Street, he seems to
be making the point that the documentation he is
creating does not purport to be an objective record
of the neighborhood, or to present a narrative of
the neighborhoods around the gallery and the
stadium; rather, it serves as an artistic historical
documentation of existing places just before they
are about to disappear and be forgotten.”?>

Many of the 1950s neighborhoods were built from
the outset in places whose past was eradicated
and consigned to oblivion. The Katamonim new-
immigrant housing project itself was built adjacent
to the aristocratic Palestinian neighborhood of
Katamon, whose residents fled during the fighting
in 1948 and whose spacious homes were populated
by Jews immediately after the war. Malha, too,
was built on the foundations of the homes of the
Palestinian village of al-Malhah, whose residents
also fled in 1948.
The typical housing project that is seen at the
center of “Untitled (Jaffa)” from 2011, by

p.s1is one of the many apartment blocks
that were built after 1948 on the land and the
homes of Palestinian Jaffa, all of whose residents
fled. The neighborhoods earmarked for Jewish

immigrants, such as Tzahalon, Jaffa Gimmel
and Jaffa Dalet, Shikunei Hisakhon (literally:
“economizing housing”) and others, were erected
between and on the ruins of the Palestinians’
dwellings. With precise realism, Agbaria renders
the tawdry building and the drab surroundings,
where a lone streetlight, which looks like a
newer addition, is poised as a reminder of a later
cosmetic attempt to improve the neighborhood’s
appearance. Looming above the building, at
some distance behind it, the minaret of a mosque
dominates the whole scene.

Agbaria deliberately chooses an architectural
frame that contrasts Palestinian Jaffa and Jewish
Jaffa, and each seems to be represented here in a
familiar template identified with it. At the same
time, the choice of this frame can also be read from
a viewpoint that portrays the Palestinian-Jewish
mix typical of Jaffa, where the two structures and
the two communities exist alongside one another,
if only out of acceptance of the situation - two
structures and two communities.

Differences and mutual estrangement are
permanent sociological factors in Israel’s
peripheral urban residential neighborhoods. The
housing projects of the geographically remote
new towns that were built for the immigrants
who streamed into the nascent state also absorbed
several later waves of newcomers. The largest
was the huge influx from the Soviet Union in the
1990s, along with smaller waves from Ethiopia
in the 1980s and the beginning of the 1990s. By
the time these later groups arrived, some of the
new towns had become middle-sized or large
cities, and some of the new arrivals settled in
neighborhoods that had been partially vacated
by veteran residents who had been able to better
their housing conditions.

In other cities, new neighborhoods were built by
private entrepreneurs especially to absorb the
immigrants. They were based on models other
than public housing, but not very different in
their essence. The series “Identity in Migration,”
by (2023), consisting of 18
photographs, was shown in his graduate exhibition
at Mishar School of Art, Tel Aviv pp. s3-s5. Like other
photographic series in the present exhibition, here

too there are no human figures. Each photograph
focuses on one object - cactus, straw bowl,
uniform, cooking pot, tattoo, apartment block
and others - and is only a small part of the full
picture that is grasped by viewing the series: the
Ethiopian immigration and the encounter with
the neighborhood and with the Israeli space.

“My main interest,” Aklilu writes, “is the parting
of the migrants (my parents) from the family
structure, the language, the customs, the culture,
the tradition, the community, the way of life
and the standard of living, the interpersonal
communication, the landscape of the homeland,
the open living space. They were all supplanted
by a foreign city and country, a closed housing
structure, culturally mixed, and the shattering
of the family and social structure. My inability
as a migrant son of migrants to forge a cohesive
identity for myself, stems from the inability to
process what was lost, forgotten or repressed, and
contrariwise the inability to adapt easily to what
is new, to internalize naturally what was achieved

and accumulated over time in Israel.”2°

In the memory of millions of migrants and their
children, the public housing projects will forever
be connected with a new start, just like the
encounter with a new language. The series “How
Does an Artist Go?” (1993) p.s7, by

, three of whose works are displayed in the
present exhibition, was never completed - it was
meant to consist of 22 items, like the number of
letters in the Hebrew alphabet. Each work consists
of a pair of frames; vertically framed on the right
is paper on which a phonetic “poem” is printed
that is based on a chain of individual sounds
in childlike pre-language, usually in the form
of onomatopoeia - sounds that imitate animal
sounds or other noises. “The words or poems have
no meaning,” Siman-Tov says, “I simply played
with the sounds and with the syllables.”?’
Framed horizontally on the left side is a black-
and-white photograph, which the artist took
early in the morning in Haifa’s Kiryat Eliezer
neighborhood. “Kiryat Eliezer, which is located
at the entrance to Haifa, is a neighborhood of
public housing projects that were built in the
1950s,” Siman-Tov relates. “My grandmother

and grandfather lived there. Today (and maybe
already then) you could call it a disadvantaged
neighborhood, but I loved going there every
summer. The apartment blocks were built with
interconnecting paths, and the entrances (four
in each block) were connected by means of large,
shared lawns, based on a cooperative conception,
obviously, in contrast, say, to bourgeois
construction in Tel Aviv, where each building
has its own green passe-partout that frames the
territory.

“For the children, a mix of ages and ethnic
groups and origins (Romanians, Bulgarians,
Moroccans, Holocaust survivors and others),”
she continues, “there was a large area for
playing freely and without fear of cars. Besides
that, many eucalyptus trees and wild vegetation
intermingled with the municipal gardening, which
was charmingly neglected. From my point of view,
these neighborhoods were a type of start, the first
years of the state’s establishment, of a Zionist, and
apparently also socialist, vision. And the language,
or the vocal gestures, words that denote sounds,
was also the genesis of a language.”?8
Siman-Tov painted the two large-format works,
“Kiryat Eliezer — Night” and “Kiryat Eliezer - Day”
later (1988) pp. ss-s9 based on photographs of the
neighborhood; they are part of a different series,
titled “Paradise or Beds and Mattresses.” The
series, which also consists of pairs of paintings,
is a continuation of Siman-Tov’s occupation with
pairs of concepts which are perceived as opposites,
such as masculine-feminine, Ashkenazi-Mizrahi,
artistic-decorative and artful-utilitarian. The
paintings in the series make a pretense of being

25 1Ibid.

26 Aklilu, unpaginated.

27 Siman Tov, unpaginated.
28 Ibid.
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carpets, woven fabrics or bedcovers on which
imagined landscapes of paradise are embroidered.
Fantasy and reality meet here on the canvas in
a perfectly natural fashion: the picture of the
apartment blocks morphs into castles hidden in
the depths of mysterious gardens.

A synthesis of radically conflicting landscapes
- distant natural vistas and local apartment
blocks - lies at the heart of the series “Project
Renewal” by , which was exhibited
in 2018 in the Indie Gallery, Tel Aviv, and which
the artist continued to develop in later works
pp. 67,15, 61-65, 1. The interplay between the postcard
spectacles of snowcapped mountains, lakes and
dramatic sunsets, and the functional earthliness
of the neglected apartment blocks is illusory and
surprising. Barell succeeds in forging a natural
connection between them, notwithstanding
his decision to construct the work as a collage
and leave the connecting line open and present.
The decision makes possible an experience
of movement between two poles: between the
critique of the planning and political background
of the apartment blocks and their neglect, as well
as the years-long neglect of their occupants; and
a sympathetic gaze at the housing projects, which
has the effect of illuminating the perfect postcard
views as plastic landscapes, artificial and sterile,
and rendering the apartment block a living,
inviting place.

“The act of removing the apartment block from
its context and locating it in a different, desirable
space,” Barell says, “strips away stereotypes that
have become attached to it and allows it to be
observed afresh. The connection between the two
is simultaneously delicate and coarse, realistic and
fantastical, and the tension between the broken
and the perfect is constantly present.”?’

goes even further in the connection
he forges in his paintings between the
neighborhood and remote, imagined worlds, by
inserting quotations from Renaissance works or
a landscape of the planet Mars. On the left side
of the painting “Herzliya Center” (2011) p. ss is
the patron saint of Toledo, in a quotation from
an El Greco painting of 1614, ensconced in his

magnificent room, looking up from sacred texts
and directing his gaze at the view through the
window: the roofs of a typical, dull Israeli housing
project. Hovering in the sky in “Herzliya West”
(2011) p. ¢9 is the image of St. Mary dressed in
splendor, in a quotation from another El Greco
painting, of 1603, while at her feet, in a narrow
horizontal strip at the bottom of the work, is an
overview of Herzliya West.

In other paintings, Asseo depicts landscapes of
the neighborhoods in Be’er Sheva, where he grew
up. Hebrew Be’er Sheva was from the outset a
city that served as a laboratory for modern and
brutalist architecture, and there are an unusually
large number of buildings there from these
schools. Its perception as a new city upon the
state’s establishment made it one of the major
venues for the construction of public housing for
the new immigrants who constituted the bulk of
its population.®” Yet together with and alongside
these apartment blocks, singular residential
and public structures, designed by the finest
architects of the period, were built. In “Untitled”
(2010) p. 67, the same “Virgin of Charity” of El
Greco appears, this time holding on her lap the
“pyramid building” from Neighborhood Dalet in
Be’er Sheva, where Asseo grew up. The building,
whose shape evoked a pyramid, was an experiment
in climatic architecture. The idea was to create
two tiered blocks of buildings that meet at their
apex and bracket a vast yard of concrete that is
completely shadowed, but projects alienation
and is uninviting. Like the good intentions of the
designers of the neighborhood apartment blocks,
here too the intentions clashed with the reality of
life: in the building, which is still standing, it has
become very difficult to make out the pyramid
shape. Various construction extensions, balcony
closures, air conditioners and window bars were
added to the structure, patchwork style, and the
building suffers from acute neglect.

A distinctive feature of Be’er Sheva was that every
neighborhood had - in addition to a commercial
center, a school and an HMO clinic - a movie
theater. Named Keren, Gilat, Oren, Orot, Eshel
and Shavit (some of the names connote light)
- they operated for three decades, from the
beginning of the 1960s until the end of the 1980s,

falling victim in the 1990s, like most of the old
movie theaters, to the transition to cineplexes
in shopping malls. Many were demolished,
but two that are still standing, desolate and in
ruins for decades, are depicted in two paintings
by Asseo. “Cinema Oren” (2011) p. 71 evokes the
movie theater in Neighborhood Dalet (D), at the
entrance to the city, with three figures from the
commedia dell'arte theater tradition poised on
the empty street that stretches to the horizon;
and in “Life on Mars 4” (2019) pp. ss-s9 the iconic
Orot (Lights) Cinema that stands in the heart
of Neighborhood Gimmel (G) is portrayed as a
spaceship on the planet Mars. On the left side of
the painting is the profile of a female figure taken
from an advertisement.

In retrospect, it appears that for Asseo - the boy
from Neighborhood D in Be’er Sheva - classical
painting from the Renaissance period was at
least as distant as Mars, and the figures from the
commedia dell'arte, the Virgin and the saints were
like aliens from outer space in the environment
of his youth. But like Siman-Tov and Barell, the
perfect beauty in the quotations from Renaissance
paintings cannot overshadow the depictions of
the neighborhood structures; on the contrary: it
elevates them a degree and vests them with the
aura of marvelous monuments.

The dreamlike and romantic dimension in Asseo’s
paintings is shattered in the direct and concrete
series of photographs by pp. 73-75. These
typological works systematically document
the names of the streets in the Pisgat Ze'ev
neighborhood, which was built on land across
the Green Line that was annexed to the Jerusalem
Municipality. Between 1995 and 1997, Gal roamed
the neighborhood and photographed the signs
bearing the street names, all of which reference
the militaristic lexicon of army units and Israel’s
battle heritage.

In April 1997 on the basis of the series, he
presented a solo show in the Ami Steinitz Gallery
in Tel Aviv. For the exhibition he created an
installation in which the street signs were hung on
low plaster walls that were placed in orderly rows
in the gallery, so that viewers moved through the
passages; the result brought vividly to mind rows

of gravestones in a cemetery. The photographs
displayed in the present exhibition are the
products of Gal’s documentation, in addition to
which he spoke with local residents about their
feelings regarding the names of the streets in their
neighborhood.

The exhibition and the series of photographs
constitute a critical gaze at what is usually
transparent and not given a second thought,
woven with ostensibly naive naturalness into
the daily life of the Israeli neighborhood.
“Street signs are simultaneously present and
unseen,” Gal says, “a sight that the eye has
already assimilated, storehouses of memory that
entrench a protracted and unconscious state of
emergency.”3! His critique is also aimed at the
annexation of part of the land that belongs to the
original Palestinian neighborhood of Beit Hanina,
on which Pisgat Ze’ev was built. “The problem
with Pisgat Ze’ev,” Gal continues, “doesn’t begin
with the street names. It is built so that it crosses
the village of Beit Hanina. Only those who
travel there know. This neighborhood is built
on Palestinian territories that were taken from
the village residents. The people in Pisgat Ze’ev
have no objections to living in occupied territory.
Afterward they also discovered the names of the
streets, which some of them see as legitimate.
They say: ‘People were killed here who sacrificed
[their] lives for the sake of the state..”. A small

number of people is aware of this critically.”3?

29 Barell with Hovav, unpaginated.

30 Shadar, 2008, pp. 9-22.
31 Gal with Yahav, p. 73.

32 Gal with Nizri and Jones, p. 36.
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Militarism is an integral part of the Israeli
neighborhood, if only through the permanent
presence of the neighborhood bomb shelter,
which over time morphed into a private shelter
for every building and finally a safe room in
every apartment. In their article, “From public
shelter to mamad [safe room]: The privatization
of civilian defense,” Shelly Cohen and Tula Amir
recount the architectural evolution of the bomb
shelter in relation to parallel social and economic
changes in Israeli society from the 1950s down to
the present day. Concluding, the authors link the
process to the ongoing decline in social solidarity:
“In residential neighborhoods that were built
during the past 15 years, in which safe rooms were
added in all apartments and civil defense was fully
privatized, neighborly relations are put to the test:
Who will notice whether the elderly, disabled or
lonely person, or the single mother, gets to the
shelter safely, whether they were able to deal with
the gas mask and what their condition is?”33

At the outset, when the state authorities took
on themselves the residential project, they also
assumed responsibility to protect the citizens.
To that end, a bomb shelter was built in every
neighborhood, usually in the public park, to
serve all the local residents. Between wars and
states of emergency the shelter was used by youth
movements and youth clubs, and mainly as a place
of gathering for children and teens who liked
to climb, sit on and slide down the structure of
the shelter.

In “Gang,” (2001) p. 77 stages a
scene like this, of a meeting of neighborhood
young people at the shelter. Like Tamir Zadok, who
appears in his photographs as one of the actors,
Yefman here stages herself and her two brothers in
typical attire and characteristic posture, as though
she had invited them to reconstruct a scene from
their shared private youthful experience, which
is at the same time an archetypical experience
of those who grew up in public housing projects.

The later move to the private safe room of the
home, and the exclusion of the public shelter
from the new neighborhoods of the 1990s, affected
the possibilities of social encounters in the
neighborhood, but in fact the new neighborhoods

were not what they had been - they were
complexes. The transition of housing construction
to the private market, the transformation of the
residential apartment into a consumer product
and the perception of public housing construction
as real estate entrepreneurship, represent the
complete opposite of the socialist thought that
underlay the housing projects.
At present, residential complexes are being built
for the middle class, which aspires to a high
standard of living and wants to live with like-
minded people. The complex turns its back on
the neighborhood; it’s built as an autonomous,
inward-looking unit with clear boundaries, as a
group of tall buildings with family apartments
of different sizes — three or four bedrooms -
arranged with a centralistic thrust in which all
the apartments face a large inner courtyard that
is laid out as a small park or a broad square.
“The urban landscape,” write the members
of the Laboratory for Contemporary Urban
Design, “is shaped by the free market and private
entrepreneurs who dictate design standards and
create residential environments that aim at the
middle class. The standards, the uniformity,
the order and the separation serve the private
entrepreneurs in the creation of homogeneous
surroundings that can be easily marketed.”3* The
neighborhood is evolving into a label that seeks
to project prestige, the fulfillment of dreams and
social status through geographical location.3®
That fantasy has overridden reality is apparent
in another feature of these neighborhoods, a
product of the unrestrained inventiveness of
the compounds’ architects and designers, and is
manifested in the plethora of decorative elements
that are integrated into the inner spaces. They
include arches and embellishments, ornamental
tiling, ornate fountains, water canals, waterfalls
and bridges, along with amateurish and untenable
sculptural objects.
Those very elements are the raw materials for
many of the works by . She
roams the cities and the peripheral neighborhoods,
particularly the new ones from the 1980s and 1990s,
looking for the ornamentation and decorative
homages that are integrated into the architecture
and the design of the urban environment. “I

am occupied with the simultaneously ugly
and thrilling Israeli aesthetic,” she says, “and
in general with ugly-beautiful, tall-short and
peripheral-central relations in art, but more than
that - in life.”36

Navok’s gaze is critical, but dwells with much
love on both the routine architectural details and
those that are untenable, and presents them as
heartrending. In her video work “With the Wind,
With the Water” (2015) p. 79-81, Navok connects
two different squares - one is built as a medieval
courtyard, with passages, arched openings and
small apertures; the other has a circular fountain
centered by a sculpture of a large blue ball - and
with them she executes an interventionist act.
Dressed in red, she rolls a huge blue plastic ball
into one space and pulls a yellow plastic sheet,
which she has lowered from a high apartment,
to the fountain in the center of the second plaza.
Amid the eclectic environment, which is based
on an aesthetic of imitation in which everything
pretends to be the real thing, both materially
and visually, the artist embarks on a Sisyphean
quest aimed at introducing and integrating the
modernist abstract.

“One could state,” writes Hilla Cohen-
Schneiderman, “that Navok is concerned with
abstraction in the deepest and widest sense
of this word. She explores the abstract forms
to which modernism has given rise (circles,
triangles, squares), and the related use of primary
colors (blue, red, yellow and even green). Yet
‘abstraction’ is also inextricably associated, for
Navok, with the concept of simplicity - everyday
materials and everyday reality, the hidden and
most basic aspirations and yearning experienced

by humanity.”%’

On the face of it, it might be thought that
community life would thrive in the new
neighborhoods, with their homogeneous
population and where the families chose to live
because of their comfort, their closed-off character
and their shared spaces; in practice, however, life
in them is far less communal. An analysis of the
social ties in six such neighborhoods “found that
more than 50 percent of the population reported
relations of friendship with a small number of

the neighborhood’s residents, and only 14.7-
31.7 percent of the residents of the different
neighborhoods reported on relations of friendship
with a large part of the neighbors. There appears
to be something of a neighborhood social network,
but it is not strong. According to the findings,
the residents of the tower neighborhoods enjoy
relations of friendship, but do not conduct a
communal way of life.”38

The conditions for the formation of a community
in a neighborhood are apparently related, in part,
to scale and density - scale in the sense of a
low apartment block with a few small dwellings
that will induce the occupants to go outside; and
density in the sense of rubbing elbows and face-
to-face encounters - conditions that exist in the
old neighborhoods. The Kiryat Meir neighborhood
in central Tel Aviv, which was built in the 1930s
in the spirit of the International Style, comprised
12 row-like three-story apartment blocks. In
February 2000, a solo show by

opened throughout the neighborhood. Simon, who
was raised and lived in Kiryat Meir, took portrait
photographs of all the workers and professionals
in the neighborhood at their places of work: the
shoemaker, the kindergarten teacher, the grocer,
the barber, the school principal and so forth
pp. 83-85. In the exhibition he hung each photograph
in the workplace of a person who pursued a
different craft or profession. This created a
networK of ties, connecting all the professionals
in the neighborhood, encompassing the whole
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residential area in which the inhabitants maintain
communal relations with the professionals
and artisans.

“The neighborhood, the place I came from,”
Simon writes, “is my homeland, my country. [...]
When I was in Hayovel Primary School, I started
to go to the grocery store by myself, to buy items
for the house. That’s how I got to know Yitzhak,
Betty and their children - Yossi, Kochav, Oren
and Chen. As I grew older, my mother sent me
on more and more errands, and via the route I
took I discovered the neighborhood. At first I went
to Erich the shoemaker or to Avraham from the
housewares store mentioning my parents’ name,
but as I grew up they got to know me and I got
to know them, and they became an extended
family.”3° For Simon, it was the artisans - more
than the neighbors, the common yards, the
proximity to public institutions or the friends
from school - who made the neighborhood
a community. Holding the exhibition in the
workplaces obligated the viewers to visit them,
to traverse the neighborhood, form an impression
of it and imagine what it would be like to live in
it - what it’s like to get up in the morning and
go to school, to enter the grocery store, go to the
public park or visit the local doctor: to imagine
the neighborhood’s community life.

* % %

Like many of the artists who are taking part in the
exhibition, I too grew up in an apartment block.
In 1963, my parents bought their first apartment
- from Amidar, the state-owned public housing
company - in the town of Yeruham, in the Negev,
which was wholly a product of public housing
projects, the place where I was born. In 1965
they had the opportunity to sell the apartment
in Yeruham and buy another one in Be’er Sheva.
Homes were available in that city’s public housing
projects in the 1960s, because the French experts
who had resided there in connection with the
establishment of the nuclear reactor in Dimona,
had left. The vacated dwellings were offered at
a reduced price, and before I was a year old we
moved to Neighborhood G in Be’er Sheva, where I

grew up and where my parents lived in that same
apartment until my father died, in 2004, and my
mother moved to Tel Aviv seven years later.

My mother said that the transition from Yeruham
to Be’er Sheva wasn’t easy for her, as she was
raising two small children, and my father, who
worked as a driver in the Timna mines near Eilat,
came home only once every two weeks. Still, one
thing was simple: she didn’t have to ponder how
to organize the new apartment in Be’er Sheva,
because it was exactly identical to the one in
Yeruham - a product of the uniform design
throughout the country of the 1950s apartment
blocks.

As one of the first neighborhoods in the new
Be’er Sheva, Neighborhood G was initially a
mixed bag of immigrants from Romania, Iraq,
Turkey, Morocco, Tunisia and other countries,
with both white-collar and blue-collar workers,
though already in my adolescence all those
seeking upgraded housing left the city. In their
place, hardscrabble populations arrived, and
people who rented, and for those who didn't live
there it became a “disadvantaged neighborhood.”
For us residents, that term and the situation it
purported to describe were alien and unknown.
In 1977, when Project Renewal was launched, only
two neighborhoods in Be’er Sheva were included
in it: Neighborhood G and the better known
Neighborhood D.

I have only good memories from the neighborhood.
The neighborhood was the community and the
reference group, and the feeling was enveloping
and warm. Close relations existed between the
neighbors, indeed like a family, and the same
was true of the relations with Shaul from the
kiosk, Shula and Kalman from the grocery store,
Ella from the falafel place, Dr. Fierer, the family
doctor, and many more, all of them within two
minutes’ walking distance. The primary school
stood at the edge of our building’s yard, and I grew
up with the same group of children from the first
grade through the twelfth, in natural and taken-
for-granted integration, without anyone calling
it that. The Orot movie theater, which stood at
the end of the street, was the venue for my eighth
grade graduation party, and there I saw my first
films. It took me 30 years to learn that the building

was a singular work, designed by the architect
Yaakov Rechter.

The common yards were a true paradise for endless
children’s games and for afternoon meetings
of adults who had returned from work. In the
first years, the yards were cultivated and cared
for by Hameshakem, a company owned by the
municipality and fully funded by it. However, with
the increasing encroachment of privatization,
that too came to an end. Cultivating the yards was
placed in the hands of the residents themselves;
some were more successful in this, others less so,
and as a more hardened population entered, which
lacked the resources and the leisure time to tend
to the yards, they were neglected and gradually
decayed.

After I left home in 1984, at the age of 20, the
institutions of my childhood were erased in
rapid succession: the well-baby center, the
kindergarten, the HMO clinic, the primary
school - all disappeared. The Orot movie theater
has been standing, desolate and broken, for the
past 30 years. In November 2023, Neighborhood
G was approved as Be’er Sheva’s first evacuation-
construction project, in which the apartment
blocks will be demolished, to be replaced by
buildings of eight to ten stories. The plan includes
the preservation of the movie theater and its
transformation into a significant public structure.
The name “Neighborhood G” will also be erased;
the neighborhood will now be known as the
“Orot Complex.”

39 Simon, unpaghinated.
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