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For grown up people, who live between both, a subjective reality and an
objective one, the transitional space is metaphorically expanded®. Winnicott
points out that the sense of existence which responds to one’s real needs
("real self”) is the basis for authenticity and creation, as opposed to the sense
of existence which responds to the environment and adjusts itself to

the other. ("false self™)".

Various images and feelings which will sprout a meaningful work of art, may
evolve from the twilight zone between reality and imagination - a chaotic and
disorganized space. In this exhibit, the artists went back there. Each one of
them derived an image of an object which meant a lot to him at some point in
his or her life, is relevant to transitional situations, to inherent events or
figures from their past. In most cases the specific object carries a certain
memory or rather relates to an autobiographic memory, as well as to some
kind of collective symbolism. The work made it possible for the artists to
represent a metaphor loaded with memories the object provided them with, to
deal with related events, to experience self-exploration and bring up non
articulated contents. The resulting image captures presence and absence both
at the same time: an experience which took place in the past now absent,
which integrates the real world with the emotional ones.

What is between the child’s playful transitional space and the creative space in

general? According to Winnicott both provide a safe place in which



Objects and Transitional Spaces
Anat Gatenio

The concept "transitional object” including all its metaphorical meanings, is the
content field of this exhibition. It was coined by Donald Woods Winnicott, an
English pediatrician and psychoanalyst who developed an in-depth theory
about the human mind - both children and adults. The concept "transitional
object” - a milestone in the field of developmental psychology - is a basic
term in the theory of object relations he has formed. A transitional object is
an article the infant holds on to which provides him with solace and comfort
and encourages him. The object stands for the calming presence of the most
important characters in his life, namely his parents, while he is learning how to
be separated from them. It has a clear subjective meaning for the child. He
endows it with wishes, desires and many other feelings. The transitional
object is placed in the space between reality and imagination. It enables the
child to play and have fun, to find comfort, and he holds on to it when he loses
control’.

Although Winnicott’s theory about transitional objects, transitional space and
playing relates to the infant’s early experiences, he claimed they enable us to
be creative in various domains in the future to come®. The transitional object
is @ meaningful experience, accompanying us from the starting point of our
life until its very end. Playing in the transitional space is being evolved into an
interaction with the world, which in itself is - according to Winnicott - a way
"to live”. It is an experience which encourages creativity; it’s soothing and

therapeutic aspects relate to any age.
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contradictable contents can be expressed, conflicts may be solved, feelings

can be played with, fantasies and fears can be shown and new ways can be
identified ®.

The artists in this exhibit chose objects and articles dealing with a wide scope
of contents: a family story, a memory from childhood, mothers or other
important characters in the family; others deal with the contact between body
and soul, illness and recovery; some others relate to the object’s position
while making the transfer from one way of being to the other.

The bedding of the artwork, just like the transitional object, is a visual
expression which holds and carries the state of mind, balances between chaos

and order, control and losing control, searching and finding and everything
Which is visible and invisible’.

1. D. Amrami, N. Lichtenstein, L. Snir and S. Indig, What is Transitional Object? Donald Winnicott’s contribution
to Psychotherapuy, site of Tamir Psychotherapy Institute.

2. D.W. Winnicott, Playing and Reality (Translation: Josef Milo), Am Oved Publishers, Tel Aviv, 1995.

3. D. Amrami, N. Lichtenstein, L. Snir and S. Indig, What is Transitional Object? Donald Winnicott’s contribution
to Psychotherapy, site of Tamir Psychotherapy Institute.

4. D.W. Winnicott, Real Self and False Self, Am Oved Publishers, Tel Aviv, 2009.

5. M. Epstein-Yanai, Like a Tree in Stormy Times, site of Hebrew Psychology, July 2018.

6. D.W. Winnicett, Playing and Reality (Translation: Josef Milo), Am Oved Publishers, Tel Aviv, 1995.

7. M. Epstein-Yanai, Like a Tree in Stormy Times, site of Hebrew Psychology, July 2018.
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The centerpiece of Ariela Abrahamson’s video artwork is the classical urn made of
clay. This is the iconic shape embedded in the D.N.A. of every ceramist, working
with a potter’s wheel. Abrahamson is trying to dismantle and tear down the shape
embedded in it. In the video artwork, she is presenting a sort of "tashlich”...trying
to conceal and get rid of what she considers to be a restricting image. Urns made of
unburned clay are thrown into the water, slowly melting until they turn to dust. The
concrete form is being transformed into a crude one. It’s just the opposite of
hanging on to something; it's being liberated from the classical earthenware as a
transitional object and a familiar one. The object may now become formless, raw,
amorphous material, just like the video artwork which in itself is anti-material.

Breaking down the perfect urn as a metaphorical image intrigues her a lot; the
streaks of the wheel embedded in the clay stand for the channels of life. It's a

process of transition from a dictated, familiar space to a liberated, amorphous one.
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Michal Ityel Sandle

Ruminations

Terra cotta, terra sigllata and marker pen
Smoke firing and overglaze drawing
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Ceramic objects looking like stones serve as a bedding for a drawing of personal
contents. These are story telling stones which may be carried by both hands and
were of assistance to the artist to move, at a certain point in her life, from one
condition to the other. When she was sick and bedridden, Ityel-Sandle found round
ceramic objects which she had created sometime in the past, on which she began
drawing associatively. Figures and images showed up. The bedding wasn’t clean and
smooth and incidental marks created by smoking fire were found within the
coating. These marks were the starting point of a scribble, or rather an emotional,
irrational, sub-conscious composition, far from rational thinking. Thus, various
contents and stories from her childhood evolved and came up, bearing an
illustrative style with a childish touch. It was a one-time drawing, lacking any

preparatory drawings, impossible to erase. Finally, a whole story has been created
on the surface.
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Galia Armeland

Sisters

White slip, ceramic pencil, graphite pencil
Dipping and drawing
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Galia Armeland, essentially a ceramist, has been dealing for a while with deluding
transitions from two-dimensional to three-dimensional, from sculpturing to
ceramics, from drawing to painting. In this table-work on which she is presenting
braids, she is drawing in a Sisyphean manner on the twisting ceramic object. The
duplicated image of the amputated braid, relates to a personal narrative about a
braid being cut to be used for wigs donated to women with cancer. The long straight
hair she was once identified with, became a burden for her once she was unable
to help her sick friend. The heavy braid was cut off, fell on the ground like a dead
object, like an organ which should be amputated. This time it received a new
cleansing and comforting meaning for herself and other women who lost their hair

against their own will.
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Anat Beger

Beads

Ready-made objects: rusted items,
pieces of wood and parts of mirrors,
plastic, rubber, construction iron, corks,
pieces of tissue and more. Aluminum foil,
metal wires, golden leaves and colour.
Mixed technique.
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A huge string made of 13 beads is a powerful image for Anat Beger, a multi-media
artist. It’s stands for an object with powerful emotion, in an enlarged scale (blow up),
strongly related to Beger's mother, who used to wear many strings and was a
collector of seashells and luck charms. She herself creates talismans with beads and
sea-shells for her beloved ones, for their protection and strengthening. Thinking
about prayer beads or the priestly breastplate, one becomes conscious of linking a
piece of jewelry, a rite and a body.

Each one of the flat beads in this huge string is a work of art of its own. They look
like a collage made of ready-made articles, of her collection of the "rusted ones” and
of leftovers gathered in her neighborhood or a nearby beach. These materials
connect her to her local habitat and bring along to her artwork an earlier life

experience.
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17 1M Leave Me Alone

T 7113 7X19 29111 1IN Clay slip, porcelain slip and paper.
1127131 1M 7197 , 01w any age Slip cast, drawing, paper folding and writing.
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Anat Bar El, a multi-disciplinal artist, chose the boat as an image of transition.

Her artwork moves between movement and fixation, between the boat as an image
which stands for a transitional act and an intermediate space, and the static cushion
which stands for the domestic space. The materials she uses for the images create a
contrast as well: light, perishable paper as opposed to the soft cushion made of full
and stiff ceramic substance.

The paper boat, made of origami folding reminds of a generic, childish paper boat,
which stands for a beloved object from Bar EI's childhood - a wheel boat she used to
drag from one place to the other. The absurd of a boat being connected to wheels is
repeated here by putting a boat on a cushion.

The drawing on the wall continues straight to the intimate sculptured image, both
having a dialogue. It’s a delicate linear drawing, made by meanings of a mixture of
slip - a special technique developed by the artist. The delicate drawing which relates

to the image of the boat, creates a feeling of a fading memory.
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Dalia Barkey

A Carrying ToGo Kit

Mobile disks on key, varied materials,
canvas and a silicone thread
Mixed technique and digital print
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A kit made of an extended fabric, storing 23 DiskOnKey put into fitted loops, enables
a quick folding and easy carrying. Each one of the DisksOnKey has a small hanger
made out of souvenirs from the artist’s trips, or small items found in her previous
artworks. The crafted addition, as opposed to the technological product, makes each
one of the DisksOnKey unique...."The information in the portable DisksOnKey
includes a variety of texts and visual memories: presentations used in my lectures,
certificates and documents, photos taken on trips throughout the world...they carry
a documentation of my artworks, the progression of my work and exhibitions, but
most importantly the history of my family and friends in a sequence of one hundred
years..."”

Barkey creates a transitional object beyond a double meaning, a kit suggesting an
escape from disasters threatening us so often, which might destroy everything.
She is trying to protect the living materials and documented memories and preserve
them for herself and the next generation to come, with no classification or deletion.
An archival typed and sequential list of the contents of the DisksOnKey, can be

found on a canvas beside the kit which can be quickly rolled and carried.
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Hana Dahan

The Umbilical Cord

Synthetic thread
Knitting with a single needle
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A long bluish rope made of textile, coiling down from the ceiling, forming a tangled
heap on the floor.

Dahan, a multi-disciplinal artist, is dealing lately with paper rolls. The rolling itself or
in this particular case, the act of knitting, is a source of comfort and reassurance for
her, just like the transitional object for the distressed infant. During the process of
knitting she realized she has been actually knitting the umbilical cord, a transitional
organ in itself symbolizing the total joint between baby and mother, as well as the

absolute severing when being born.
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arxIg lluminated

YT AYY T, T 19793 QI7Y Mobile phone photography, digital print
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In this series "lluminated” by Neta Dor, an architect and multi-disciplinal artist, one
can see a focus which is spreading light hypnotizing its observer. The smart phone
screen is the object which is spreading the light, serving as a "transitional object”,
making the transition from the concrete reality to other worlds, connecting the
observer to a different reality, to characters in a different space; a desirable object
providing many needs which replace the here and now. The digital screen replaces
the physical object, and the virtual reality replaces the materialistic one.

The children and infants in the photographs (the artist’s grandchildren), are
completely detached from the world surrounding them. They grow up with the
desirable and seducing object as an integral part of their lives.

The artworks too were photographed with the mobile phone, by means of digital
technology, yet they create a "Renaissance” atmosphere, which is completely
opposed to their content. Their compaositions, depicting illuminated figures placed in

the darkness, are reminders of oil paintings from previous centuries.
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Judith Handelzalts Nabarro

Untitled

Gauze fabric , paper, glue, colour and wood
Mixed technique
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While looking through a peephole at a small, wooden cupboard, a dismantled image of
a doll/baby is revealed illuminated as if it were a precious object in a museum
showcase, an inaccessible article being carefully taken care of.

The image reconstructs the doll which was of great comfort for little Judith. She
received it from Anna, a Dutch-Christian woman who hid her with great devotion and
courage during W.W.Il. The doll was given to her by her foster mother when she
returned to her biological parents after years of separation. It became a transitional
object which made the shift from one image of motherhood to the other one, from
past to present. The artist has been saving the original dismantled doll which was so
precious to her, loaded with memories, for over seventy years.

The disrupted image lying there in the small cupboard, a doll, or maybe an angel, is
made according to the pattern of the original doll, of stiff gauze fabric, coated with
paper of a golden shade. Splashes of colour are poking underneath the coating,
making the body look in poor health and defective, as if being stripped of skin.
The small cupboard, holding a precious object, refers to an adorned Christian reliquary,
in which sacred relics are kept for praying purposes, believed to have some magic

power.
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Shoshi Waksman

An Altar of My Own

Handkerchiefs, nonwoven fabric, Xerox
photos, water soluble wax pastels,
embroidery threads and ready-made articles
Installation, mixed technique
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Shoshi Waksman, an artist and researcher, suggests a memory corner or rather an
alter for an object which ceased to exist - the handkerchief; an object representing
moves of transition from inside to the outside, from body to cloth, mother to child,
from man to woman. Its use was never just functional. The handkerchief was a
symbol of status, of femininity, of intimacy and also a testimony of the body being
present even if it’'s missing. A whole cultural system is related to the handkerchief.
It's a common article in many western culture artworks. Such contexts are represented
here in articles which belong to the materialistic world along with the role of the hand
kerchief in cleaning educating.

A whole world of cultural practices in which the handkerchief played an important role has
vanished with the invention of tissues; a severe process as a result of which the traditional
craft has vanished as well, replaced by a new perception of Time-here and now.

The installation is based on adorned handkerchiefs from the family inheritance and other
sources. On the other hand, Waksman produces an imitation of the real thing:

handkerchiefs made out of paper which imitates fabric. She reconstructs the traditional
embroidery by means of colourful drawing. She’s playing with the real object and the

fabricated one, the here and now and the memory operation.
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Raya Trinker

Wanderung

Cotton sheets, starch solution,
stainless steel cables and a metal frame
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The positioning placed above the visitors’ heads reveals a construction from which
solidified fabrics are falling. These are 23 cotton sheets soaked in concentrated
starch solution, hanging densely, creating a sculptural texture.

For some intuitive reason, Raya has been keeping the sheets she used when her
children were very young, for over 30 years, up to the point when they became a
raw material for this work of art. She compares them to a diary’s sheets, immersed
with joy, sadness, fear and longing, a physical evidence of the presence of body and
soul, almost a relic of the past which soon ho one will be able to decipher. The fabric
sheets, all the same size, with laces sewn at the end, were often made from sheets
that she owned. Thus they also carry a family story, going many generations back.
A ready-made article, an everyday object, which in the remote past used to be a
comforting space, is now a sculptural component within an abstract composition with

patterns of matter and light.
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X7 If Not (limale)
VI I OWIY JIIT Y 0] Hand-made paper, colours from natural
T3P '7In materials, embroidery threads. Echo printing,

T-NyRP1 071N W3 99T ,919-IpX screen printing, sewing, hand-made embroidery
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A shirt with a sign of once being ripped on the front , is a concrete transitional
object for the artist. She’s a bereaved mother between two entities of life: the one
beforehand and the other afterward. Ripping the garment, a metaphorical mourning
custom is @ moment of transition from a full, happy life to a life of sadness and
endless deprivation. The Hebrew word, or rather question "limale” (if not) hovering
above, refers also to the beginning of the prayer "Merciful God...”, identified with
interment and memorial ceremonies.

The actual rip injures the beautiful, perfect hand-sewn paper garment. The colourful
leaves on it, which are printed in the echo-print technic were collected from trees
growing in the artist’s vicinity. They symbolize bloom, flourish and love of nature,
which so characterized the artist’s dead son. Within the gorgeous splashes of colour
and along the shirt’s stripes, she embroiders curving lines: plant imagery, walking

trails or rather trails of life.
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Zohara lzraeli

The Tablecloth

Fabrics and cotton filling, cotton
and silk threads. Quilt, collage, hand
embroidery and machine sewing
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A self portrait made of textile in various techniques characteristic of the artist’s
work, bears layers of autobiographical memory. The realistic features are made of
varied surfaces well representing the artist’s colourful personality, as opposed to her
mother’s portrait embroidered in black and white (As can be seen in a passport’s
photo taken in the 40s). The mother’s portrait is shown on an oval brooch - a typical
fashionable accessory for a European woman garment.

The collar of the blouse is made of a striped quilt cloth which used to be a tablecloth
in the past. It was bought at the end of the war, in a refugee camp in Germany, by
the artist’s mother. She paid for it with a packet of chocolate which for her meant
coming back to life, or rather the option to set again the Shabbat table. Zohara was
born and grew up during W.WLII. It was a time of wandering from one place to the
other looking for refuge. The symbolic tablecloth, with her mother’s image on it - a

resourceful person as she was - becomes here a part of her own body.
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Ovuy v1y Magic Lantern

qpw v oIy vpyvuly a1 11 Gauze fabric, Perspex and slide
Ny ngivg Mixed technique
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The artwork by Eti Yaffe, a multidisciplinary artist, is made of two parts, one above
the other: a relief, imitating the shape of an old lantern and a photograph depicting a
pair of eyes looking through a Perspex box.

The lantern is a meaningful article for Yaffe, accompanying her since childhood as an
object of both, passion and comfort. It helped her to get away from the complicated
real world. The lantern is made of gauze - a soft fabric used for bandaging. It was
hardened like a shell on the surface of an apparatus looking shrunken and unpicked.
The sparks of light scattered within, give a hint of the object’s magic potential. The
strong pink colour refers to ballet dresses made of tulle, or rather £fairy dresses
little girls use for their games.

Yaffe didn’t own a lantern, but the enchanting lights and images she created on the
walls of her childhood’s room, with the help of a painted night-light, made it possible
for her to raise her voice and experience some of this magic. A pair of eyes - her
own eyes, when she was five years old - stand for her observation and diving into

the world of imagination.
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Einat Cohen

Spanish Dancer

Porcelain paper clay
Hand built and underglaze
painting
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A unique underwater creature, a slug called "a Spanish dancer” is a metaphor the
artist carries with her in her imagination when she leaves the underwater silence and
serenity while diving, and meets the noisy, troubled everyday life. The slug stands
for a wishful, primary, comforting world which she would love to come back to time
and again. The sea is the origin of all the creatures in the universe. Water is where
relief can be found, where life begins.

The beautiful slug lives in the coral reefs, puts on spectacular red shapes, appears
and disappears, tricking with its surprising movement, it’s extraordinarily beauty and
hypnotizing. It doesn’t camouflage but is toxic when touched, and thus survives by
itself. Its amorphous shape and the way it moves bear a sexual connotation. At the
same time it reminds of a crazy flower. The sculptural image representing the
underwater creature is made of fine porcelain; just like the way it moves in the

depth of the sea, it’s presented here somehow hovering and weightless.
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Ahia Canna

Untitled

Fabric and resin
Mixed technique
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Ahia has been attracted to books since childhood (to the paper, the binding, the
smell and the letters). He bumped into heaps of holy books thrown away into a small
"archive” underneath the synagogue in the village where he grew up. He was a very
young boy at the time, still he was thrilled by what he saw. He took the crumbled
books ocut of the heap. Some of them were printed in exile in the previous century
and brought by the founding settlers when they left Eastern Europe.

The books take Canna back to the religious world in which he grew up, with which he
is having an interior and exterior ongoing dialogue. Today, as a grown up person, the
books stand for other layers of contents, including personal, cultural and historical
ones.

The artwork suggests an empty casing of a book which is missing, made of many
pieces of linen (used for shrouds). The book, the size of an average holy book, is
represented here by an empty shell. It's a memory image which means an entire
world for Canna. A world he was part of and still is, an image coming back to him
since childhood as a material and spiritual experience.
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Yair Levi

Like Calm Water

Stoneware and porcelain
Wheel thrown and silk print underglaze
Print: craftsmen studio
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The ceramic ware which look like a nest holding something very precious within, are
not serviceable. They are metaphors for a state of consciousness which has to do
with the artist’s childhood. The vessels are always surrounded by an external space,
(made of stoneware) stiff and opaque, while as within there is a much more
turbulent one (made of delicate, fragile porcelain sheets), hiding the face of the
famous singer Yardena Arazi in her glamorous days.

As a child, in a religious, outlying village, Yardena Arazi represented the possibility of
a breakthrough, the option to realize a dream, to experience a different life, to go to
"Hollywood of Tel Aviv”. He felt choked in this claustrophobic place, and so, both the
songs and the image of the singer looking out from the forbidden pictures in his
room, were a comforting substitute for him for the unreachable dream. In his
artwork, Levi reconstructs the sense of concealed longing, within a stormy world of
his own, full of conflicts, surrounded by a wall of prohibitions and strict rules.

The singer’s face printed in a special technique of screen printing, reconstructs the

look of the Xerox print, typical of the pre-digital print methods.
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llit Lejtman

Nightmares

Fabrics, cotton and metal threads, gauze
bandages, medical tubes, nylon and more
Mixed technique
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Human shaped sculptures made of a variety of materials, referring to figurines
called "voodoo dolls”. In the tradition of magic, it’s a figurine representing an object,
a person or a state of mind prone to be influenced in a magic way. Rhetoric and the
ability of self conviction are an organizing principle in the irrational space, as well as
in the practice of magic, in which the voodoo doll becomes a transitional object. As
such it can make things happen.

Throughout the period of treating the cancer, Lejtman - a psychologist and ceramist
- found herself constantly creating, in an obsessive manner, something which
became an existential necessity for her. The images in her artworks helped her go
through complicated physical and mental conditions. Thus, this group of statuettes,
which, in a suggestive process became a transitional object were meant to cope with
the disease, cure it, help recover from it and protect the artist. They were also an
object of prayer and hope. Looking at the statuettes, one can see the act of
bandaging, sewing and tying; figures with missing organs and others with displaced
ones; a combination of materials having to do with the world of medicine and with an

expressive treatment of the surface. The embedded mental states thrown upon the
statuettes without any filtration, make them so powerful.
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Juany Mukmel

What's Left

Fabric, embroidery threads and
stoneware. Drawing and hand embroidery
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The object Juany Mukmel is relating to is a powder box with fine decorations, the
only article her mother was left with at the end of W.W.Il. The box made of brass
and enamel, bears a dim story whose details are unknown: how did it survive? what
did it mean for the person who has been carrying it throughout the years? The
unanswered questions of the past, left Mukmel in the present, with the only option
left to observe the visual stories in the decorations, the texture and the delicate
handcraft, all of which paved the way for her to a creative process which will give a
new meaning to the silent object.

Mukmel, a textile designer, translates the visual features of the box into an artwork
of her own. She reconstructs the powder box and on its upper she draws and
embroiders the original decoration shape on a napkin she inherited from her mother.
With a golden thread she follows the delicate pattern while leaving unfinished parts,

just like the disappearing holes in the family history.
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Ruth Mayon Kuck

The Show of the Beaten Sock

Cotton fabric, textile glue, print colours,
embroidery threads

Fabric hardening and molding , linoleum
print and hand embroidery
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Ruth Mayon-Kuck, a multi disciplinary artist chose to deal with the image of the
sock - a meaningful article for her since she was an active sportswoman, going
through various stages in her life. It's an object which always accompanies her,
protects her and provides her with warmth. Her timeless socks, tight on her feet
day and night, absorb the juices of her body and the wounds on her feet. Her
drawers are full of them, in any size and shape, some of them are ripped and
stained, still she finds it difficult along the years to throw away some of them.
They are presented here in pairs, may be socks or rather mummified feet, socks
which became a body. They are printed in various prints she has been creating along
the years, which help her to embed her identity on the generic cotton socks. While
working, she disassembled pairs of socks. They were printed, went through a
process of hardening on a wooden last and put together again with varied hand-
made stitches. The shapes and stains which have been formed in the process of
printing, enriched the repetitive shape with a new expression and content, thus

creating a personal identity to each one of the socks.
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The woven artwork made by Gila Miller Lapidot, a textile designer and ceramist, is a
transitional work, holding fragments of memories in it. The colourful threads stand
for the evolving circle of life, starting with live colours going on to the blackness of
death, ending up with the heavenly, spiritual whiteness. While weaving, the threads
gather articles which bear meaningful personal memories: pieces of textile, a
garment decoration, buttons, pieces of jewelry, flowers, tableware service parts,
starched pieces of sheets and more. These are memory scraps Miller-Lapidot has
been carrying with her since her grandmother’s death. She was an active woman, an
inspiring leader full of ancient feminine knowledge, whose influential personality still
guides her.

The starting point of the artwork was a brooch (placed in the center) which her
grandmother gave her shortly before she died (some kind of a farewell ceremony).
The tiger’'s eye stone set in it is known to help in periods of transition in life.
The woven warp made in a technique of plain weave, create an inner, hidden
structure. There is a "key” on the right side of the work - a series of non-decoded

elements to be found within the work.
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Anat Negev

Paddle

Aluminum, Perspex and Led lightning
Digital image processing and laser engraving

MAR
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Anat Negev, designer, artist and a political activist, suggests the image of the
paddle as both, a private and political transitional object. The paddle which is meant
to move the boat from one location to another, holds within the potential of motion,
of something related to action.

Sometime ago Negev was exposed to the world of Kayak sailing in the open sea with
which she has ambivalent relationship of fear and attraction. She resumed sailing in
order to overcome and banish her anxiety. She was born in Jerusalem, far away from
the sea, which for her was a symbol of freedom, courage and desire to distance. It
so happened that the paddle she acquired for herself provoked thoughts in her mind
about those for whom sailing is not a pleasure but an existential necessity; those
refugees going into the stormy sea in dilapidated boats full of people, trusting the
rowing paddles to grant them with life. In her artwork she engraved figures on a
boat, stuck together, just like she saw in the newspapers. Thus they could "speak
up”.

Actually, the gap between the glamour and aesthetics of the work and its demanding

difficult and emotionally charged narrative, reconstructs the world’s events in the
last years.
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Hedva Klein

He(r)'s 2

Cotton threads and bamboo
Card weaving
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Meaningful words are embedded in the striped loom-woven undershirt. The artist,
usually dealing with textile techniques, highlights the words which for her were an
object of transition during the therapeutic process to the state of being cured of
cancer. Since she became ill, she has been writing words which expressed both
difficulty and solace; words which deal with loss and gain; shaking and menacing
words and some others which strengthen her even today.

The undershirt which fits the artist’'s size isn't in perfect shape. It’s made of
patches and scars all along it. Klein weaves the words into the fabric which is being

made, trying to make them part of her body and life.
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Tamara Turgeman

untitled

Stones
Mixed technique
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The ensemble of stones being handled by Tamara Turgeman creates a sort of
landscape image.

The stones have been collected during the walks in her neighborhood. Never did she
come back home without some kind of an "article” which she found in the forest: a
stone, an acorn or a branch, a physical-corporal object which can be cupped in the
hand palm for a while or to be put somewhere nearby. The stones for her are
personal, transitional objects, helping her out to move from the protective and
comforting stay in nature to the human, demanding environment.

The stones hold their own layers of memory, shape and texture. They are objects to
be looked at and an activating bedding for emotional reaction to be expressed in
colour and wax; an attempt to refine a moment, or rather an emotional experience
with an abstract, poetic touch. In her work the artist integrates the therapeutic and
psychological world she has been dealing with for many years, with the creative

world she has been lately devoted to.
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