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Chanchal Banga, born 1971 in India, living and working in Tel Aviv-Jaffa, Israel. Banga
earned a bachelor’s degree in art (1997), and a Master of Fine Arts (MFA) from The Maharaja
Sayajirao University of Baroda, India (1999) where he specialized in printmaking. He later
completed a Post Master Program at The Bezalel Academy of Arts and Design, Jerusalem
(2001-2002), through a scholarship of the Division of Cultural and Scientific Affairs of the
Israel Ministry of Foreign Affairs. Banga has exhibited in various group and solo exhibitions
in Israel and around the world, includingthe Wilfrid Museum in Kibbutz Hazorea (2008,
2020), Janco Dada Museum, Ein Hod (2014, 2019), Tel Aviv Artists House (2011, 2014,
2016, 2018), the Jerusalem Artists House (2008), Zadik Gallery, Jaffo (2015, 2018), Art
Kino, Stockholm (2010), Escape Gallery, New Delhi (2009), the NGMA Mumbai Museum,
Bombay (2015) and more. Banga‘s works are part of private collections in Israel and
around the world. Over time, Banga has employed different artistic media, and in recent
years he creates small paintings using varied types of paper, watercolor and Indian ink. His
artistic style and the narrative of his work combines opposing themes. On the one hand,
Banga’s work is minimalistic; on the other, it is universal, rich in both cultural references to
the traditions of his native India, and in elements of contemporary Israeli culture in which
he lives and works. Banga’s work also presents erotic and socio-political content in a
humoristic manner.
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Chanchal Banga, “Hybrid”, watercolor and Indian ink on paper, 2021, gallery placement
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2021 N"D 70X98 Q™1 7V "TI 1"T1 D' "WIAY "TINTD X77" ,0211 7'¥1'Y
Chanchal Banga, "Untitled”, watercolor and Indian ink on paper, 70x98 cm, 2021
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Chanchal Banga, watercolor and and Indian ink on paper, 30x42 cm 2021
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Edith Fischer-Katz, born 1974, lives and works in Raanana, Israel. Fischer-Katz holds
a B.A. in Creative Arts and Psychology from Haifa University (2001); her work has been
shown in group exhibitions around the country. The small, figurative, polymer-clay
sculptures she creates sometimes integrate ready-made objects and text, and correspond
with her traditional handicrafts skills. The three-dimensional artworks harbor colorful two-
dimensional images, revealed as one’s viewpoint changes, enhancing complex artistic
interpretation. Katz-Fischer’s body of work deals with political, social and cultural issues,
focusing on the way social structuring defines the individual’s motivations and limitations,
challenging urges and desires that contradict social order. Katz-Fischer raises questions
about freedom of choice and social balance-of-power that extend also to the contemporary
art field. In addition to her activity within the formal art scene, she initiates non-formal,
sometimes covert, art projects in social spaces, seeking to examine existing paradigms
and to debate society’s autocratic approach in general, and especially in the art field.
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2019 ,n"D,15X25X25 N17'1 71070 ,"N'710 10NN "1'Q7'N 7171 71711 :T1I2VN 777100 " TNi71I0" ,Yy2-1wna T
Edith Fisher-Katz, “Alienated”, mix technique, polymer clay, 15X25X25 cm, 2019
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Edith Fisher-Katz, “Alienated”, detail
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2020 ,N"D 25X15X28 , 712107

Edith Fisher-Katz “Deep peeling”, mix technique,
polymer clay & jar, 25X15X28 cm, 2020
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Assaf Rahat, born 1970, living in Tel Aviv, Israel, a graduate of HaMidrasha - Faculty of
Arts at Beit Berl College (1994-1998). Rahat’s works have been shown in numerous solo
and group exhibitions at leading museums in Israel including The Haifa Museum of Art
(2007, 2020), Mishkan Museum of Art, Ein Harod (2019), The Israel Museum in Jerusalem
(2016), The Herzliya Museum of Contemporary Art (2016), Ashdod Museum of Art (2011),
The Fourth National Biennale of Drawing, Jerusalem Artists’ House, (2010) and Janco
Dada Museum, Ein Hod, (2003). Rahat worked for twenty years at Tel Aviv Museum’s art
workshops as an art instructor of Tichon Alef - Upper School of Arts students majoring
in Plastic Arts. Since 2003 he has been represented by the Tel Aviv based Chelouche
Gallery of Contemporary Art. Rahat uses unconventional materials and techniques like
strings, sewing threads, white glue, industrial adhesive paper, ink and water. This diverse
assemblage gives birth to expressive, disturbing and emotional artworks.Rahat’s works
deal with the connection between the private and mental spaces; his intimate depictions
of images from memory and introspection are inspired by Greek Mythology, children’s
books iconic figures (i.e. Pluto), intimate situations, sexuality and death. “my art, as a
whole, emerges from the core of my inner self. It is the central theme in my works --
something that emanates from a visionary inner space with no rational or intellectual
mediation.” Rahat’s works communicate with, and also quote, the history of art and the
works of artists who had influenced him.
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2019 ,N"D 39X57 ,1"1 7V TI111VN i1j7'100 ,J7NTTD X77 LN NOX
Untitled, Mixed Media on paper, 39X57 cm, 2019

2019 ,N"D 50X85 ,1"1 7V T1111VYN i1j7'10D ,J7NTID X77 ,LiN NOX
Untitled, Mixed Media on paper, 50X85 cm, 2019



2019 ,N"D 28X35 1™ 7V NINYN 177100 ,JNID X77 ,0i QOX
Untitled, Mixed Media on paper, 28X35 cm, 2019

2019 ,n"D 28X35 ,1"1 7V T1111VYN i1j7'10D ,7NTTD X'77 LN NOX
Untitled, Mixed Media on paper, 28x35 cm, 2019
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2019 ,N"D 28X35 ,1™1 7V NANIYN 177100 ,JIT1D X77 ,0iN NOX
Untitled, Mixed Media on paper, 28X35 cm, 2019

2019 ,N"D 28X35 ,1"1 7V T1111VN {17100 ,JNT11D X770 NOX
Untitled, Mixed Media on paper, 28X35 cm, 2019
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Rani Pardes, born 1974, a graduate of the Faculty of Arts at Beit Berl College (2003), a
multimedia artist living in Kibbutz Sdot Yam, Israel, creating art at his Kiryat HaMelacha
studio in Tel Aviv. Pardes has participated in various solo and group exhibitions in Israel.
In 2017, he had a solo exhibition, curated by Nir Harmat, named “La Petite Mort”. Pardes’
work is a blend of seemingly unrelated source materials and cultural elements which he
ties into a new unified language. His paintings and sculptures combine ‘high’ and ‘low’
art languages, straddling the line between the traditional and the experimental. Pardes
flirts with the history of art and the canon of western culture in a way that questions
its accepted imagery and modes of representation, thus creating doubts and inverting
familiar frameworks. Pardes’ works evade pathos and romanticism, offering instead a new
interpretation that is both sensual and formalistic.
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2021 ,i771 mdf '7v DN ,"021x" 7w IITa17 , 0710 N
Rani Pardes, “Hybrids of representations”, coal on mdf & lacquer, 2021
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Rani Pardes, “Hybrids of representations”, detail D10 ,"DIXT 7Y I, 0T N
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Rani Pardes, “Hybrids of representations”, detail D10 ,"DIXT 7Y I, 0T N
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Vicky Skandarion, an interdisciplinary artist, lives and works in Jaffa, Israel. Skandarion is a
graduate of the Personal Learning Program of the Faculty of Arts at Beit Berl College (2010),
and holds an MA degree in Clinical Social Work from Bar llan University (2001). Skandarion
showings include solo exhibitions at Rishon LeZion Municipal Gallery (2018), Gallery at
Kibbutz Be’eri (2016, 2018), Artists’ House in Tel Aviv (2016) and group exhibitions at
Alfred Gallery (2011, 2014, 2019), Hanina Cooperative Gallery (2018), MC gallery NY USA
(2017) and P8 Gallery Tel Aviv (2014). Skandarion’s key theme explores the body as a
scene of struggle, pain, vulnerability, and burnout. Through her works, the artistic process
transforms into a ritualistic space where the body can channel and summon healing
powers. Since 2017, Skandarion focuses mainly on sculpture but also paints on canvas,
wax, formica (plastic laminate), plexiglass and wood. Skandarion sculpts non-figurative
enigmatic objects using loofah, a raw material emotionally associated with childhood
memories of her father creating loofah handicrafts. Skandarion’s previous occupation as
a clinical social worker working with sexual abuse victims reflected heavily on her early
loofah works, echoing the words of her patients about the need to repeatedly scrub their
skin in order to feel clean again.
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2019 ,LDINT W'Y ,DINA ,ANVYY T1791DN 71977 ,"#7 1917 IX'N" ,J1MTI70 71

Vicky Skandarion, “Luffa #7 instillation”, luffa with wax, pigment, hair & thread, 2019
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2019 ,DIN1 W'Y ,DINA™ ,ANMYY 717010 12"7 .01 ,"#7 7017 AX'N" J1MT70 {71

Vicky Skandarion, “Luffa #7 instillation”, detail. luffa with wax, pigment, hair & thread, 2019
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2019 ,DINT VW ,LINA'A ,ANVY ,T1701DN 7107 .DIA,"#7 1017 X", [IMTI70 71

Vicky Skandarion, “Luffa #7 instillation”, detail. luffa with wax, pigment, hair & thread, 2019
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2019

Vicky Skandarion, “Luffa #7 instillation”, detail, luffa with wax, pigment,
hair & thread, 2019
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Hybrid Savage

Curatorial essay

In the mythical realm of Indian existence, Narasimha, the hybrid Man/Lion, an avatar of
Vishnu in the Hindu Pantheon, defeats the demon Hiranyakashipu, in a consciousness-
alternating moment that takes place at the doorway to the palace - neither within the
palace’s halls, nor outside. The demon’s powerful ascetic meditation had caused a great
fire that threatened the world. The gods fled to Brahma’s world, asking for his help. In
return to withdrawing his threat, Brahma granted the demon with a protective boon, but
the demon took advantage of this gift and set out to conquer the world. This time, the
gods turned to Vishnu who outwitted the demon and killed it. (Amram Peter, 2001).

In this myth, the hybrid entity has supreme power. It exists outside the familiar borders
of time and space, thus, the hybrid events take place in an interim, medial reality and
uncover a hybrid reality.

The hybrid concept presented in Hindu mythology characterizes also the post-modernist
approach, and the inter-cultural doctrine. The main theme is a distinct unwillingness
to accept any form of integration or homogeneity, and to encourage plurality and
unconventional combinations; the hybrid concept is realized by mixing masculine/
feminine, organic/synthetic, internal/external, human/beast. The hybrid is perceived as
radical, or even monstrous, “disrobing the world of its fundamental logic and soundness,
dissolving its harmony, and generating the coexistence of parallel worlds: the one we
know, and a potential one that is created through hybridization.

The writings of Homi K. Bhabha (Bhabha, 1994), Stuart Hall (Hall, 1996), and others,
consider the idea of a multi-racial hybrid identity - the fruit of the post-colonial era - and
the charged, intriguing interaction between different races and cultures (Young, 1995;
Webner and Tariq, 1997). Multi-cultural politics highlight the oppressive nature of thought
and action that advocate integration based on homogenous structures and identities.
It prefers a carnivalesque viewpoint rooted in a multi-faceted social context, cultivating
unfamiliar possibilities, a blend of unrelated elements that defy synthesis.

The hybrid phenomenon deconstructs perennial identities and exposes the subject to
its other self. It highlights its multiple, obscure, components and presents a new form of
potency that stems from chaos and confusion. (Gurevitz and Erev, Encyclopedia of Ideas,
2016)
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definitions of male-female, human-beast, savage-cultured.

The majority of Chanchal Banga works (2021) are monochromatic, using watercolor and
Indian Ink. The works were influenced by the unfamiliar, frightening reality generated
by the Covid epidemic, which brought our known, everyday life into a sudden halt. We
meet a bizarre world of run-over hybrid creatures, animal and human, birds and lizards,
hunters and hunted, emerging from mutilated bodies. It is a chaotic presentation of the
broken ‘natural order of things’ affecting interpersonal communication and the relationship
between nature and humankind. The distorted images are hard to swallow, like that of
a winged, headless woman, with a chicken’s leg sticking out of her belly, and multiple
breasts that hang from body parts. The fear of what is still to come is depicted by an
image of another woman carrying something between a hedgehog and a Covid Virus, on
her back. Small creatures devouring much larger ones disclose the total disintegration of
the Laws of Nature. A man/ape surrounded by a prickly cactus is devoid of all contact with
others. These images are the metaphorical expression of the social distancing that has
taken over our lives. The paintings correspond with Hieronymus Bosch’s triptych “Garden
of Earthly Delights” (1503-4). It appears that the metaphysical has become a reality and
that we have no other option but to accept this reality of fantasy and inferno.

In “Hybrid of Representations” (2021) Rani Pardes combines photographic references to
organs and body parts of iconic artworks, from different cultures and eras, into a hybrid
collage. Donatello’s bronze sculpture “David” (1440) blends with the iconic Little Mermaid
from Copenhagen; Goliath’s head, crushed under the feet of the multi-armed Hindu
goddess Kali, is in fact, the head of David, Michaelangelo’s marble sculpture (1501-4).
Likewise, the goddess’s face comes from a photo of a young model, an Instagram idol,
who also serves as Pardes’ muse. Lying behind the center image is a crude sketch of the
beheaded giant Goliath. It could also be perceived as a reclining cow smiling at the viewer.
Pardes has created an image of a new, genderless, hybrid divinity that corresponds with,
and disrupts, predominant myths. The work toys with the medium: a drawing that wished
to become a painting, a painting that wished to become a sculpture, a sculpture that
wished to become a photograph.

The raw material of Vicky Skandaron’s most recent works is Luffa, a climber, that in local
tradition is used for scrubbing the body. Her work process includes the cutting, tearing
and plucking of Luffa; it is pulled apart and reassembled in a way that resembles meat
filleting. The reassembling - stitching by hand, combined with hair and synthetic fur -
creates something that suggests both male and female genitals, treading the fine line
between attractive and repulsive, erotic and savage. It holds an undertone of a secret,
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This group exhibition hosts five artists, each presenting a unique textural and conceptual
approach to hybridization. It is a multi-leveled hybridization that moves between ancient
Hindu myth and the ‘here-and-now’, between one cultural and textural language to another.
Edith Fischer-Katz enables an encounter of discordant media; Assaf Rahat blends differing
worlds into a new reality; Chanchal Banga merges opposites into a wild new presence;
Rani Pardes weaves artistic references, from different eras, into a multi-cultural mesh, and
Vicky Skandarion transcribes outdated materials into present-day psychological realms.

Edith Fischer-Katz exhibits two works. In the sculptural presentation “Poked”, a small
polymer-clay sculpture conveys human fear of crows. Three women, whose pose
expresses great pain, are desperately trying to liberate themselves of the crow in their
midst. They are oblivious to their surroundings, immersed in their inner struggle which holds
profound existential questions about traditional feminine roles, such as wife and mother. In
childhood, Edith was poked more than once by crows and has been feeling uneasy about
them ever since, fearing they might use their intelligence to do harm. In the work “Deep
Peeling” (2002) she combines 2D and 3D elements using the Millefiori technique that
originated in glassware. The complex, hybrid, end-result of that combination demands a
particularly attentive viewing from different angles, constantly revealing something new.
Careful observation and assessment of the work reflect a complex reality consistent with
a dichotomous approach.

The series “Burning Tel Aviv” (2019) by Assaf Rahat presents an unusual merge between
Leah Goldberg’s “Pluto, the puppy from Kibbutz Megiddo” -- an iconic hero of Israeli
children’s literature -- and the bustling city of Tel Aviv. There are two different settings
to Pluto’s début in the big city: once, on a dark, creepy, stormy night, and another by
daylight, with an obscure ambience of a Chagall painting. Seemingly, this children’s story
had turned all wrong: Pluto floats on air with monsters, baring his teeth at nature’s wrath,
bewildered by the forces that threaten to devour him. Rahat enjoys linking innocence and
darkness. Pluto’s innocence is that of a child discovering the world; likewise, it describes
the artistic process of discovery. The puppy’s expedition that began when he broke loose
and had run to explore uncharted territories, can be equalled to the Odyssey -- a journey
of reconnection with your inherent free, untamed, inner self. (Hirschfeld, 2008

Incidentally, the essay written by Amos Noy: “Between a Hellfire Dog and a Monkey with a
Tembel Hat - readings in Where is Pluto and Kofiko” (2015), also included in the catalogue,
regards the heroes of children’s literature as an expression of conflicting ideologies and
cultures, and an example of a carnivalesque twist - an animal that talks, and the blurred
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line between attractive and repulsive, erotic and savage. It holds an undertone of a secret,
fiery passion that threatens to erupt. With their flesh-like texture, the sculptures present
a naked, wounded body re-enacting a violent scene. Yet, also present is a process of
healing, a shamanic act that brings salvation. As a whole, the body of work seems to
belong to an after-the-hunt pagan ritual.

The exhibition invites us to view hybridization with curious eyes, and with an ability
to contain a full scope of accompanying emotions that range between beautiful and
disgusting, calming and frightening. A careful observation reveals that the gruesome act
of hybridization is actually quite agreeable.

Sigal Manor Banga, Curator
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Between a Hellfire Dog and a Monkey with a Tembel Hat
(a round brimless hat)

“Readings in “Where is Pluto” and “Kofiko
by Amos Noy

In this essay | wish to revisit two very famous animal champions of popular Israeli culture -
Pluto, the puppy, and Kofiko, the ‘humanized’ monkey. | will do my best to avoid educated
aesthetic, or critical, analysis; | will offer and specify possible new approaches to reading
and interpretation, and also discuss the cultural and moralistic milieu that is mirrored -
symbolically rather than consciously - in the works.

Cracking the Whipped-Cream
Arriv’d, there Plutus the great foe, we found.

AH me! O Satan! Satan!” loud exclaimed

Plutus, in accent hoarse of wild alarm

Then to that sworn lip turning, “Peace!” he cried,
Curs’d wolf! thy fury inward on thyself

Prey, and consume thee!
(Dante, “Inferno”, canto 6 and 7)

About ten years ago, | was visiting an Israeli friend living in Paris whom | did not see
for quite a while. When | arrived to the apartment she had shared with her French partner,
my friend was in her kitchen, spreading whipped- cream on a cake she had baked for the
guests. As | was entering the kitchen to say hello, she turned towards me, stretching the
dripping spatula for me to taste. Without thinking | cited a familiar phrase from a book:
“Hello cow, are you making whipped-cream?” The reaction | got was a bit unexpected -
hysterical sobbing, screaming (“I know that | have gained weight, you don’t have to be so
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rude!”), her alarmed partner rushing to console her, glaring at me accusingly. My faltering
apologies, explaining that it was a quote from an iconic Hebrew children’s book, were
met with a pitiful, tearful, contempt. | had to rouse from his sleep a friend in Israel who
owned both a “Where is Pluto” book, and a scanner, and asked him to scan and mail the
page that held the quote, to my hostess. Surprised and embarrassed, | have realized that
“Where is Pluto” is not an iconic cultural asset to all Israelis.

Regardless of those tears and through them, Leah Goldberg’s “Where is Pluto” (based on
a story by Dina Ron) was, and still remains, one of the most loved, well-known and
read (small) children’s books, ever since it was published in 1957. Its magical charm is
indisputable - its tempo, rhyming, playful humor, illustrations (by Ari Ron) - all these made
the book into an instant Israeli Classic, for children and adults. However, it seems that a
more subtle layer of the book has eluded the majority of literary researchers (save for Ariel
Hirschfeld’s “The croak of the Siren - “Where is Pluto” and Homer’s “Odyssey”).

The key to understanding the values and symbolism of “Where is Pluto” is, in my opinion,
that same unfortunate phrase with which | greeted my friend in Paris. Pluto, the puppy,
walks into a cowshed and addresses its dweller: “Hello cow, are you making whipped-
cream?” “Silly you,” replies the cow, “l am producing milk for cheese.” (words highlighted
by me, A.N.). We should remember that Pluto is asking for whipped-cream. The cow, a
serious, moralizing creature, does not “make”, “give” or “nurse” milk - she “produces milk”;
the product streaming out of this “Nature-turned-into-Factory” has a clear destination -
this milk is for “cheese”. One can easily visualize this cow’s production-line girlfriends
“producing milk for butter” and other basic milk products. On the opposite side of this
infantile desire for “whipped-cream” stands this kibbutz’s collective-farm-cow who scolds
the little gourmand with a “silly you!”, and enlightens him in the logic of milk production.

This short, insightful dialogue gives the entire book a new perspective. Pluto is a puppy
from “Kibbutz Meggido”, he is tied by a rope, and “he has everything he needs - soup
and a bone”. Yet, this ungrateful, freedom-seeking puppy is not pleased with what the
Kibbutz holds as “everything” -- being tied by a rope, alone, and deserving soup and
bone only. In a rebellious act, phrased “he just got tired of sitting all alone like that,” he
breaks loose and runs across the fields to freedom - running free, looking for adventures,
excitement, pleasure, and hoping for whipped-cream. The cow, a loyal representative of
the Kibbutz Ethos and that of the book’s creators, regards Pluto as a “city-dwelling”,
unproductive, hedonistic individual.

Having a first name characterizes Pluto as an individual. Firstly, this rebellious puppy and
its human friend (“Gaddi” - a child, unlike a productive adult), are the only ones who
have a name; all others are addressed by their affiliation to a certain species or breed

”

- “frog”, “cow”, “fish”. Also included in that group is a representative of the “productive
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human species” - an obscure, nameless, anonymous “Kibbutz Member”. Moreover, Leah
Goldberg, a European Renaissance woman, could not have missed the profound cultural
context of the name “Pluto”.

Apparently, the name Pluto and the style of its illustration pay homage to Walt Disney’s
dog. Yet, in classical culture, Pluto is the God of Wealth, of bitter greed and avarice. Well-
acquainted with Dante’s “Inferno”, and one who has written an important introduction to
the piece, Leah Goldberg knows that “Inferno™’s Pluto is a ferocious wolf that guards the
Fourth Circle where those gulity of greed and squandering are punished. It is he who utters
the enigmatic call quoted at the beginning of this essay - “AH me! O Satan! Satan!”. While
Abu-Rashid, who translated Dante’s work into Arabic, recognized an Arabic origin to the
phrase (Bab-al-shitan, bab-el-shitan, kalibo” (the gate of Satan is down), others thought
that it had originated from Hebrew. The Fourth Circle is the only circle where sinners are a
nameless, quarrelsome mob. The hedonistic individualism that craves whipped-cream is
condemned to eternal anonymity and denial of worldly pleasures. The endearing story
about the adventures of a bored, pleasure seeking puppy in a kibbutz that is dogged on
production, is also, on a deep associative level, a story of a society that punishes those
who break its rules i.e. hard-work, frugality and moderation.

And, in Dante’s words:
Hoarding and squandering wasted all their light
And brought them screaming to this braw! of wraiths.

You need no words of mine to grasp their plight.

A Typical Israeli Kid

| guess you could say that | am Kofiko’s dad; | was deeply touched by this adorable story
about a banana-eating African monkey landing in Israel and turning into a typical Israeli kid in
a Tembel hat.

(Excerpt from an interview with Arie Moscovitz, the illustrator of “Kofiko” books)

| wanna be like you

| wanna walk like you

Talk like you, too

You’ll see it’s true

An ape like me

Can learn to be human too

(“The Monkey Song” from Walt Disney’s “Jungle Book”)
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In 1958, the foundations of Israeli popular culture were rocked by the appearance of an
unruly, uninvited guest from Africa who quickly became a powerful, profit-making icon of
its pop culture. In the history book of Hebrew culture, Kofiko may be equalled to Tarzan,
Superman, and other superheroes. Even now, fifty years and two-hundred titles later,
Kofiko books continue to capture the imagination of tens-of-thousands of children.

As all know, the prosaic background of Kofiko books mirrors that of Ein Ganim, a suburb
of Petach Tikva, the hometown of Tamar Burstein-Lazar - ‘birth mother’ to this ‘talking
monkey’. Ein Ganim epitomized the spirit of the Zionist Workers’ Movement. Founded
in 1908, it was the first Moshav Ovdim (workers’ settlement) in Israel, and the birthplace
of the Histadrut (National Workers Union) and Kupat Holim (Health Care Organization).
Famous figures like Yosef Haim Brenner, Berl Katzenelson, and A.D. Gordon, had also
resided there.

The nuclear family that becomes home to that infamously unruly monkey, replicates that
of the Burstein-Lazars, even having the same names - Tamar - mother, Shlomkeh - father,
Noga - daughter, Yoram and Orna - cousins, and the twins who joined the family (in the
book, and in real life) in 1963. Neighbors, and other key figures portrayed in the book,
doubled as the real inhabitants of Ein Ganim.

Like other works of popular literature (and pop culture) Kofiko books can be viewed as
an in-depth social study of the daily life of a certain middle-class (and, lower-middle-
class) of that era: of European origin (Ashkenazim), secular, residing in neighborhoods
that encounter speedy urbanization in the 50’s and 60’s. Ein Ganim, and its inhabitants,
resemble many other Workers’ Movement neighborhoods close to Tel Aviv (or Haifa) -
those in Givataim, Ramat Gan, Holon, Petach Tikva, Ramat Hasharon - combining petty
farming (fruit trees, a hen-coop, a dairy goat), white-collar civil servants (with the right
jobs), and teachers; home to small businesses like tailors and shoemakers; presenting a
nuclear family that includes a grandmother; maintaining strong neighborly ties, constantly
blurring the line between ‘personal’ and ‘public’; and, of course, the lively outdoorsy
culture of the children...

The uniform sterility of Kofiko stories stands in stark contrast to the detailed description of
the environment and the trivia of everyday life. The unconnected themes of the episodes,
as well as those of the series that stretches over many years of alternating perspectives,
describe a society frozen-in-time, skipping over major events in Israel’s history - economic
depression, recession, financial boom, wars, terrorist attacks, social unrest; other than
an insignificant, secular, remodeling of Jewish holidays, religion, and its institutions, are
virtually nonexistent; also nonexistent are the “others” - Arabs, Mizrahi Jews. A transient
background of the institutional and organizational aspects of Israeli society, presents a
myriad of places, events, and activities identifying the particular social class which the
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African Savage has landed into: Kibbutz, Moshav, school, nursing-school, the big city,
Israeli holidays, the Four Day March, an Army Reserve Corps (in Kofiko books, as in some
Israeli films, the army becomes a playground for mischief, stupidity, and clumsiness;
however, Kofiko is not interested in conflicts or complex values, practically avoiding any
harmful, subversive, lawless behavior.) Later additions to the utterly outdated scene -
television studio, computer, basketball team, children’s political party - had failed to mask
the anachronistic atmosphere.

The ‘unbelievably-frozen-environment’ reveals itself not only through a continuous reading
of the series, but also by reading individual episodes: in the stories, both adults and children
lack personal characterization. They neither take an active part in the narrative nor move it
forward. Like dimmed marionettes, they move mechanically on their predetermined course
of life (framed by a ‘secular Israeli calendar’ - festivities, summer vacation, summer camp,
a father’s military reserve duty), a faded backdrop to Kofiko’s mischievous behavior; he is
the one who initiates, plans and reacts. Like the books of the series, they were emptied
of memory, history, and all social, time related context; there is no unfolding drama, no
personality growth, nor any other adventurous act. The total absence of narrative conflicts,
personal or moral dilemmas, mysteries waiting to be solved, or conflicts between action
options, gives a robotic timeless quality to the stories (a sharp contrast to the adventures
for Chippopo the Detective - Kofiko’s close relative - created by the same author-mother).

The simplified, basically unvarying theme of Kofiko’s ‘pranks’ - an aggressive, vindictive
response to an insult or a disrespectful attitude towards his humanity, which expels him
from human activities - is amplified by the stationary social, familial, personal environment.
In the first book of the series (back in the 50’s) Kofiko was intentionally barred from a
Matzo Baking event (“Remembering his mischievous nature, and trying not to draw his
attention, the children began whispering”); feeling rejected, Kofiko retorts with uninhibited
determination - he lies, steals, publicly humiliates, litters, hurts, contaminates food (frogs
in jam jars!), demolishes a work that was achieved through hard-labor, and causes material
and bodily harm; at first, everyone is shocked by these acts, but when they recognize
Kofiko as the culprit, they burst out laughing, absolving him, time and again, with the key
phrase “no one can get mad at Kofiko”.

The two ‘keys’ to unlocking Kofiko’s character - the stationary environment, and the
perpetual struggle to prove his humanity and attain his rights/social status within that
certain social group - are augmented by a disruptive (strange, unexpected, and revealing)
gender-related theme: Kofiko repeatedly disguises himself as a female. A surface study
of Kofiko book titles reveals a vivid gallery of identity-role-playing that would make the
most creative drag queen jealous. We have Kofiko the nursery school teacher, Kofiko
the cleaning woman, Kofiko the dancer, Kofiko the nanny, the nurse, the music teacher,
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beauty queen, queen-of-noodles (!), soldier girl, fortune teller, comical hairdresser, amusing
policewoman, stowaway passenger... Prior to the series, six Kofiko stories appeared in
“Davar LeYeladim”, a children’s’ magazine. The first story, published in 1954, was “Monkey
in Disguise” (a female, of course); the sixth (the last story, published in 1957) was called
“Kofiko the Kittens’ Mom” (a female, again).

The inverted, carnivalesque idea of a talking monkey, let alone that of a human-like monkey
disguised as a female, firmly challenges valid opposites, obscuring the solid categorization
into female-male, human-beast, barbarian-cultured.

The cruel, clumsy, crude and unforgiving ‘prank’ - an instantaneous act of revenge that
follows an insult to “status” or “honor” - undoubtedly symbolizes the intense anxiety of a
cultured social group facing unknown, sinister forces, that threaten to invade its secure
world, corrupt its laws, its way of life, in the name of equality. The words of Arie Moscovitz,
the illustrator of the series (see above), clearly convey what he unknowingly felt - that Kofiko
is a story about a Sisyphean struggle to be accepted into a society that feels threatened,
and about the effort invested in metamorphosing from a “banana-eating African savage”
into an “Israeli kid in a Tembel hat”.

Who was that anarchic, unsettling force that had arrived from Africa in the 50’s ready to
mar the serene, everyday-life of suburban, Ashkenazi, semi-rural, secluded, middle-class
neighborhoods that regarded themselves, both privately and publicly, as the epitome of a
leading social and cultural elite? And, how did a subconscious, existential anxiety find its
literary expression in a mischievous, Hebrew-speaking hairy monkey, wearing a Tembel
hat, disguised as a female, engaged in an endless struggle to achieve social status, and
to be accepted as a human being?

The article was first published in the collection Living in a Word - Reflections on Oriental
Identity, Katzia Alon, Editor, Gamma Publishing, 2015
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