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Ilana Efrati, Tapestry,
1981, wool thread,
hand woven, 44x72
(photo: Avraham Hay)
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Ilana Efrati, Treated
fabric, 2018, natural
pigments on crepe-
weave wool fabric;
fabric samples, natural
pigments derived

from Mediterranean
woodland plants hand-
painted on old cotton
fabric, 104x44 (photo:
Avraham Hay)
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by a factor of 900:1. The slow weaving operation - each
unit requires five hours of work - profoundly underscores
the changing dimension of time. It is a meditative and
intuitive action, with the hand leading the thought and

the material leading the eye.
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I dipped bits of yarn in solutions of various plants in
different seasons, inspired by the historical yarn-dyeing
technique of ikat fabrics in Samarkand. In this method,
the yarn is dyed in segments with different colors,
which during weaving produces the well-known zig-zag
effect that simulates a cloudy sky (ikat in central-Asian
languages means “cloud”).

On contact with a natural textile, the plant undergoes
a metamorphosis. The traces of the remaining stains echo
the beauty of pre-industrial tones of previous centuries,
in which the work was part of a holistic, domestic
lifestyle that included practices of growing, preparing
and preserving food, as well as weaving, dyeing textiles,
producing clayware, or preparing paints for painting.
Wandering through the forest, searching and learning
the local pigments that are hidden from view (like green
leaves that dye fabrics pink, or brown-black), and the focus
on the vegetation of the local Mediterranean woodland
yielded a local and seasonal color palette, which is at once
from here and from there, from back then and from now.

What views does the bird cross in its flight in Diana
Schor’s paradise? The bird is seen as part of the landscape
beneath it, its body adorned with leaf-like feathers. The
Tree of Life motif frequently recurs in Romanian folk
rugs, and often incorporates figures of birds. As part of
a reorganization of the space in my garden, | found one
particular permanent lookout spot. From it | gazed every
day at the changing landscape and documented it in a
series of small watercolors, like a postcard: light, color,
fog, rain, clouds, near, far, winter, summer. Each one stands
on its own, like a close-up photograph, and from afar they
appear to work together, as if from a bird’s-eye view, and
a landscape is laid out, from one end to the other, as far as

the horizon.

Weaves

I created the weave directly, in plain and simple fashion -
without a loom or frame, by pinning pins on a board and
stretching the threads between them. In this way, it is
possible to weave according to a pattern (for example,

a vest made up of several units). The series of woven
squares functions as a modular mosaic of geometric
shapes. Although it is an ancient technique, each unit
looks like a digital “pixel.” The size of the squares is

derived from the scale of Diana Schor’s tapestry, reduced
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From Ilana Efrati’s work log:

Textiles

My interest in fabrics and textiles led me in the 1980s -
before my fashion design career developed - to study
weaving as part of a self-study track. Textiles have

been part of my family tradition, which has its roots in
Samarkand, Uzbekistan, on the Silk Road. My ancestors
were among the founders of the Bukharan neighborhood
in Jerusalem, and engaged in the textile trade even after
immigrating to the Holy Land at the end of the nineteenth
century. In Romania, too, rugs and fabrics arrived through
years of trade and conquests in the Near East. Diana

Schor intrigues me - as a woman, as an artist, and as an
immigrant who has traveled between Romania and Israel,
France, and the United States. She grew up and operated
within a rich culture, and combined together art and

craft. Could I track her journey through the material?
Historical textile details in weaving and embroidery are
known to reflect a language with an aesthetic code - the
forms, colors, weave size, technique, and so forth point to
ethnic, geographical, and period origins. Textile represents
traditions, customs, and past, like a history book. It is one
of the most portable objects in the material world, and
travels with immigrants on their journey from one place to
another - as a roll of cloth, as a garment, as a tapestry, or
as a bundle carried on one’s back.

Color

During my research, disassembly was required in order to
reach the base - which led to examining the yarn itself,
prior to the weaving phase. The colors in Diana Schor’s rug
are based on a natural palette. The natural landscape of
Mediterranean woodland, and the garden I planted around
the farm’s historic structure, are constantly changing and
serve as ongoing objects of observation and repeated
documentation, with particular focus on discovering

of the pigments that are hidden in the body of tubers,
fruits, flowers, and leaves in the changing seasons. | find
differences in this ongoing pursuit and its outcomes every
year, depending on the changes in climate (a dry, cold, or
rainy year). Painting with pigments on fabrics reveals the
unique color response of each fiber: plant-based pigments,
unlike industrial ones, result in a different hue for each

type of fabric, such as wool or silk.
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1 Unfortunately, we
have been unable to find
information about her

whereabouts since the 1980s,

when she moved to live in
San Francisco.

2 Da Villa became
acquainted with Schor’s work
following an exhibition of
her works at 119 Gallery in
Tel Aviv.

Collection+

ILANA EFRATI:
AFTER THE BIRDS’ PARADISE

Curators: Aya Lurie, Natalie Tiznenko

About three years ago, fashion designer and artist llana
Efrati visited the Herzliya Museum of Contemporary Art
and expressed interest in the textile works in the museum’s
collection. At the collection storage rooms, she was drawn
to an impressive and large tapestry by a rather forgotten
artist, Diana Schor (b. 1926, Romania).1 It is a woolen
tapestry, woven in a classic technique, in colors of green-
gray and brown, with an enigmatic image at its center -
part chariot hovering in the air, part bird soaring in infinite
space. For a long time, the Birds’ Paradise tapestry was
part of the Museum'’s permanent exhibition, after its first
director, Eugene da Villa, purchased some of Schor’s works
for the collection in the early 1970s.” It was subsequently
put in storage for over twenty years, until it caught Efrati’s
eye and piqued her curiosity. | invited her to engage in

a dialogue with Schor, and the outcome is the current
exhibition, part of the Collection+ series of exhibitions.

Efrati identified a blend of influences in Schor’s
tapestry: motifs from Romanian folklore, drawing on
ancient material culture and folk craft traditions; themes
from the unique nature and geography of Romania; and
a modern, universal idiom. The exhibition is the result
of a long internal and external process, in which Efrati
created a network of connections and contexts related to
deciphering and restoring the textile material’s origins and
properties, by tracing traditional techniques of spinning,
weaving, natural dyeing, and landscape painting. This
extensive web links Schor’s work with that of Efrati.

For over a decade, Efrati has been dividing her life
between Tel Aviv and a village in Umbria, Italy, where she
runs an ecological farm with her family. After many and
intensive years in which she ran a fashion design studio
and workshop in Israel, COVID-19 forced her to become

grounded, regroup, and change her perception of time.
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museum space between my artworks and wanting to clap
my hands as a sign to the pieces to start moving about
the gallery. | am comfortable with that dream to this day.
Movement, change, casting doubt on this fragile/preserved
clay, which repeatedly surprises with its qualities, are still
important to me.

Yoav Admoni, whose works are also on display in
the current exhibition, was a student of mine at Bezalel.
During his studies he created a hedge. | felt then that
whoever creates a hedge in gray clay, and knows how
to gaze between the branches, will continue to surprise.
That he feels the clay, and may therefore, some time in
the future, extend his gaze, body, and hand, and introduce
other materials into his works. In the video work shown
here, he rubs against the walls of a cell, in the buff,
doubled up and crammed in. In another work, he tests
his strength against the weight of the ceramic clay as he
carries a large boulder on his back.

An artist maintains complex relationships with
materials over time in the quest for precise encounters.

One can always go back to the clay.

Hedwig Grossman,
Head, 1960s, clay,

hand built, 22x18x7,
collection of

Herzliya Museum of
Contemporary Art,

gift of the Tefen Open
Museum (photo:
Avraham Hay)
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1 During the firing, the
clay undergoes physical and
chemical changes, and the
subsequent encounter with
the works is surprising and
exciting. As Netaly Aylon,
another participant in this
exhibition, wrote, "What
happens in the kiln is similar
to what happens in the
belly of the earth - soil
melting, changing its state
of accumulation. It is almost
alchemical" (email to the
author, August 2021).

contribution to the development of the field in the
country, in every respect. One of her most important
actions at the start of her journey was locating clay
deposits. She instigated digs at various sites in a bid

to find a clay that would stand up to the full ceramic
production process - one that would be dug out of the
soil of the Holy Land, be suited to working by hand, and
capable of withstanding firing in a ceramics kiln. Having
established her own studio, Grossman began producing
works with the clay. Working intimately, within the
range of motion of her own body, she created works of
descriptive nature, drawing on the sculptural values that
she had acquired during her studies in Germany. Her works
were designed to suit the size of the kiln, since in her
view the process of working with ceramic clay ends only
once it has been fired.! Grossman founded a dynasty of
local female potters. Prior to that time, the pottery wheel
work was carried out in villages near the clay deposits by
male potters, while women created clay objects related to
everyday domestic duties - such as cooking stoves, wall
cladding, and storage vessels.

In the years that | studied at the Bezalel Art Academy,
in the early 1970s, clay became my mother tongue.

Gedula Ogen, also exhibiting in the current show, headed
the Ceramics Department at the time. In addition to my
specialization in clay, she also gave me food for thought
and led me to extend the limits of my creativity: the size
of a ceramic kiln is not an obstruction, and the limitation
that it presents is only a stage in the process of working on
large artworks; one doesn’t need to work by the book, and
can violate clay or glazing prescriptions in order to achieve
new qualities. Gedula opened up before her students a
broad window onto what is being done in the field around
the world. The lessons involved new and intriguing cultural
and human encounters, and even the outcome of the Six
Day War came up in discussions in class.

I see the mid-1970s in Israel as a period of change in
the field: intimate works with an autobiographical quality
were exhibited, as well as manifestly political works. The
pieces that | created for my solo exhibition at Herzliya
Museum in 1987 - which are also on display in the present
exhibition - now strike me as both close and distant.

I recall the joy of discovery involved in “facing-ness”:
I remember myself standing in a studio facing a sculpture

as tall as me, or taller, remember myself standing in the
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Collection+

HAND BUILT:
MULTI-GENERATION CERAMIC
SCULPTURE IN ISRAEL

Yoav Admoni, Netaly Aylon, Hedwig Grossman,
Nora Kochavi and Naomi Bitter, Abraham Kritzman,
Gedula Ogen, Ligal Sofer, Talia Tokatly

Curator: Tali Kayam

Feats of Clay
By Talia Tokatly

The title of the exhibition, Hand Built, is an allusion to
the direct contact between the artist’s body and the clay
during the artwork creation. Hand contact with the clay is
not merely an inconsequential act, but the realization of
the action of a hidden mechanism that sparks an internal
process. From the shoulders to the fingertips, the arm
and hand is a multi-jointed tool with complex movement
and rotational capabilities. It is capable of applying force
or gently caressing, of punching with a clenched fist

or drawing a line with a fingernail. This may be done
with full control, or loosely, as one lets go; by applying
knowledge or by daring to fail in the visceral contact with
the clay. Imagine the face of the prehistoric person who
first pressed their thumb into clay, which succumbed and
preserved its new shape. That contact changed the face
of material history. The contact between body and clay

is like an act of dancing, or singing - except that there

is the added element of the clay’s innate capacity, the
preservation of energy that is fixed into a given form.

In this exhibition, which traces an inter-generational
chain of work with clay in Israel, | find myself filled with
everything | learned from my predecessors, while passing
the knowledge on to students and artists younger than
myself and mentoring them.

Hedwig Grossman immigrated to Palestine from
Germany in the 1930s - a staunch Zionist who sought
to establish an infrastructure of ceramics-making using

locally-sourced raw materials. She made a significant



Hedwig Grossman, detail
from Man and Woman,
1963, terracotta,
55x17x12, collection

of Herzliya Museum

of Contemporary Art
(photo: Avraham Hay)
1NN V9, |NTINA T
VIRV 1963 ,i1D7R1 112
IR0 QUIR ,55x17%12
TPNW3IV NINR? 1729711
(m DMaR :D127Y)

bursting out through the wet clay walls.

The exhibition Hand Built does not represent a group
manifesto, but offers a survey of the aesthetics arising
from the qualities of clay and its creative processes.

The installation renders present the various aspects of
constructing by hand, and provides an observation point
onto the following links in the chain of creation.
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9 Moshe Shek in

conversation with Ruthi Ofek,

in Photographers, exh. cat.
(Omer: The Open Museum,
2006), p. 146 (in Hebrew).

teachers after the latter had been closed by the German
authorities. Thus, Grossman'’s Pitcher and Aylon’s Liver are
reflected in each other, even though they were created
decades apart.

A similar supra-temporal connection is formed between
Avraham Kritzman and the veteran artist Moshe “Juki”
Shek. The work of both is informed by exploration of
historical and archeological sites. Shek’s totems are the
products of abstraction of archeological finds and interior
structures of ancient caves, in which he saw a contemporary
beauty: “1 seek to be an entirety - both of yesterday and
of today."9 Kritzman'’s totems are formed in a process that
recalls a journey of exploration: he digs into a mass of clay
and subtracts from it, and finally pours gypsum that is fixed
in the channels that were created.

In some of the works, the gravitation toward the
archaic has biographical origins: Nora Kochavi and Naomi
Bitter went from creating vessels on pottery wheels to
hand-built sculpting inspired by an archeological survey.
Ogen used to accompany her father, the photographer
Shmuel Yosef Schweig, to archeological excavations in
Beit She’arim. It is little wonder, then, that she creates
“fossils,” casts fruits in sand, and produces mud bricks
that serve as stands. Ligal Sofer produces clay from
soil taken from the yard of her grandfather’s house in
Moshav Shadmot Dvora, where she was born. The yard
is littered with rusty remnants of agricultural machinery
that captivated her grandfather - a welder by profession,
who manufactured metal hinges for doors. At the material
level, despite the generational gap between them, both
Ogen and Sofer chose a similar technique: covering objects
with a patina of rust.

In other works the archaic fulfills a bodily,
performative function. Talia Tokatly’'s works were first
exhibited at the Herzliya Museum in 1987, in her first
solo exhibition (curated by Yoav Dagon). The massive
clay pieces she created then are very different from the
delicate porcelain works of her current output. For Tokatly,
that body of work served as a form of rehabilitation as she
recovered from surgery: the sculptures she created were of
such size, that she had to maintain an erect posture while
making them. The performative context is also present in
the work of her student, Yoav Admoni, who in the course
of his studies created a video that attributed uterine

properties to the clay, in which he is seen emerging and
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6 Jenni Sorkin, Live Form:
Women, Ceramics, and
Community (Chicago:
University of Chicago Press,
2016). In her book, Sorkin
reviews the works of three
pioneering women sculptors
who have established
highly influential ceramics
communities in the United
States — including Hedwig
Grossman’s teacher,
Marguerite Wildenhain,

a graduate of the Bauhaus
School.

7 Grossman, Terracotta,
p. 2.

8 Gideon Ofrat, The

Beginnings of Israeli Ceramics,

1932-1962, exh. cat.,
Herzliya Museum of Art,
curators: Gideon Ofrat,
Magdalena Hefetz (Ceramic
Artists Association of Israel,
1991), p. 8 (in Hebrew).

group, which functions as a “hive mind” and as an aid and
study tool for contemporary sculptors. It is quite possible
that Grossman - who from the start of her career in Israel
sought to establish workshops and institutions for the
study of ceramics and ceramic sculpture - would have
found such a group to be the ultimate forum for local
discussion about the medium. Art historian Jenni Sorkin
sees the formation of such alternative communities as an
adjunct to the ceramic creation spearheaded by women
who have fought for their place in the pedagogical arena
and canon. She notes that in the United States, in the
mid-twentieth century, the experience of participation
and collaboration that is inherent in pottery work was
heightened by the formation of such communities,

which deviate from the conventional teacher-student
relationship.6

The Hand Built exhibition presents ceramic ware,
animal sculptures and hybrid works that range from
functional ware to artistic sculpture. In her article, "My
Reflections on ‘Like Putty in His Hands,’” Grossman wrote:
“Man and earth are a primordial pair. The earth is clay. And
the potter, who creates in clay, simulates the actions of the
Creator with his hands. Pottery is the mother of sculpture:
a vase is an abstraction of a figure - be it human, or
beast.”’ This thought links the functional quality of
ceramics with high art, which has hitherto excluded it from
the canon.

Gideon Ofrat has argued that the archaic
aesthetics - which was at odds with the universal
tendency that dominated art in Israel in the 1950s and
1960s - is what established the place of ceramics in the
local discourse: “Israeli ceramics paid the price for its
association with the land, with myth, and the archaic.”®
It seems that that same archaic quality, which is at the
essence of clay, continues to characterize works that are
created today - but now it is being re-evaluated.

Netaly Aylon, a representative of the younger
generation, sees the body’s organs - such as the heart,
the liver, and tear ducts - as vessel-like archetypes. One
of her sources of inspiration - a seventeenth-century
anatomical drawing of the structure of the eye by
astronomer and mathematician Johannes Kepler - is very
similar to Grossman'’s repeated drawings of vases and
vessels produced while studying at Burg Giebichenstein,

an art and design academy that took on many Bauhaus
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about the appropriate role of collections in the exhibition
program of contemporary art museums. As a result of
this discussion, the term contemporary is constantly
scrutinized, in terms of its meaning and implications

for what is presented and included and what should

be omitted and concealed. Art historian Claire Bishop
suggests interpreting the contemporary as something
dialectical - namely, each period is characterized not by a
particular style, but by its approach to creativity, and the
museum'’s role is to serve as an active agent of a diverse
and rich history, that also engages with the present.3
Inspired by this dialectical model, the current exhibition
presents works of different periods that clearly share a
similar approach to clay and to form.

The name of the exhibition - Hand Built - refers to a
set of ceramic techniques that do not involve the use of
instruments, including slab construction, coil construction,
pinching, and press molding. It also represents a
quasi-genealogical presentation of the practitioners
of these techniques in Israel. In her autobiographical
book, Terracotta, written as a manifesto and as a guide
to pottery beginners, Grossman, an expert in sculpting
on a pottery wheel, notes the great value she found
in hand-building techniques: “Developing a unique
sensitivity of the fingers and hand, that get to learn
the character of the clay and the basics of constructing
geometric shapes."4 This legacy, of unmediated contact
with the clay and of the importance of the basic form, has
passed from teacher to student, from Grossman all the
way to contemporary artists.

The works of Gedula Ogen, one of Grossman's
outstanding students, are on display next to those of
Nora Kochavi and Naomi Bitter, two of her first intake of
students at Bezalel Art Academy, Jerusalem, who worked
as a creative duo. Next to them are the works of Talia
Tokatly, who regards Ogen as a source of inspiration
to this day (see her text in the present catalogue). The
family tree then changes its growth direction with Yoav
Admoni - a student of Tokatly’'s — who together with
Netaly Aylon founded the Facebook group Wandering/
Wondering Sculptors, that serves as a platform for sharing
“questions and answers about sculptural materials ...
techniques, professionals - in effect, everything related
to sculpture.” Many of the younger generation of artists

taking part in the current exhibition are members of this
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HAND BUILT:
MULTI-GENERATION CERAMIC
SCULPTURE IN ISRAEL

Yoav Admoni, Netaly Aylon, Hedwig Grossman,
Nora Kochavi and Naomi Bitter, Abraham Kritzman,
Gedula Ogen, Ligal Sofer, Talia Tokatly

Curator: Tali Kayam

The exhibition presents works by artists of different
generations. What brings them together is a direct
material and visual link inherent in their work.

“In terms of the artistic dimension that has been
evident in it for generations, it seems that ceramic art,
more than any other art, moves in cycles, so has no
‘Before’ and ‘After.” Ceramic artists have wrought wonders
since time immemorial, and works of ancient times
easily compete with those of our times.”" This text was
published following a solo exhibition of Hedwig Grossman,
one of the founding mothers of ceramic sculpture in Israel,
which inaugurated the Ceramics Pavilion at the Eretz Israel
Museum, Tel Aviv, in 1966. Two of the works that were
exhibited in display cases at the time - terracotta figures
of a man and a woman - are now on display, for the
second time, at the Herzliya Museum of Contemporary Art.
They were first presented in the exhibition The Beginnings
of Israeli Ceramics, 1932-1962, curated by Dr. Gideon
Ofrat and Magdalena Hefez, the then Chair of the Ceramic
Artists Association of Israel. In that exhibition, Ofrat and
Hefez traced the evolution of the local ceramics as part of
a broader initiative by the late Yoav Dagon, the director
and chief curator of Herzliya Museum from 1981 to 1993.
Under his directorship, several solo and group exhibitions
dedicated to the ceramics medium were held, and the
Herzliya Museum gained recognition as an institution with
“the greatest commitment to sculpture” in the country.’
By the end of his term in office, dozens of ceramic works
were held in the museum’s collection, along with many
catalogues and press articles.

For some time now, there has been a lively discussion
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Fig. 3
Herzliya Museum of

Contemporary Art, main
entrance, north facade, 2021

A photograph of the rear of the museum effectively
depicts the extension that was added to the building in
2000 (during Dalia Levin's directorship)3 along its eastern
and southern flanks. This new addition, which essentially
tripled the museum'’s size, was built, in organic fashion,
as an extension of the original design. Thus, although
the museum gained a new facade and its own northern

fig. 3 _ one that is new and distinct from the

entrance
historic entrance through the Yad Labanim House - the
overall proportions of the building as a whole were
preserved and even enhanced, as was its architectural style
and language, while completing the visitors’ route to a full
circle, linking together all the exhibition spaces.

In his photograph (p. 22) Singalovski chose to
direct his gaze at the more obscure part of the building,
focusing on the gray, material quality of the concrete, the
rectangular, rounded proportions, and the rhythmic and
measured formal vocabulary. At first glance, the museum'’s
introverted, inward-looking and fortified appearance in
relation to its immediate surroundings seems striking. As
one looks more closely, however, an increasing number of
familiar hallmarks of suburban urbanity become apparent,
as external hints at the routine of the place - such as dark
soot marks that have accumulated on the concrete walls
over time; the nearby housing apartment block, across
the street; a power pole next to a few trees; diagonal
bands of shading made by white tarpaulin; an accessibility
railing; a security camera; a water drainage outlet; and
painted curbstones, indicating that parking is prohibited.
These are all testaments to the bustling life surrounding
the municipal museum, which was built in the heart of a
residential neighborhood, and elements that cater to the
needs of the visiting public. Despite their apparent violation
of the perfect concrete geometry, the presence of these
signs gives the building a human dimension, combining
with it to produce a new composition: blocking yet bringing

closer, concealing yet inviting, temporary yet stable.



45

Fig. 1

Herzliya Museum, eastern
facade, 1975 (photo: Moshe
Gross - Keren Or)

Fig. 2
Santiago Sierra, Arrangement
of Twelve Prefabricated

Parapets, 2004, concrete,
on permanent loan from the
artist to Herzliya Museum of
Contemporary Art

manipulation, which bestows his work with a direct
validity. The documented structures, which reflect the
dynamic potential of their construction and the inherent
presence of urban menace and alienation, imbue the
photographs with a social, economic, cultural, and poetic
significance.

The Herzliya Museum building is cast in bare concrete
of a rough material character, revealing the grain of
wooden molds used during its casting. The building,
which encompasses inner courtyards, has rounded
corners, its rectangular and narrow windows hidden
mainly in the barrel vaults of the roof, and pointedly
bare of ornamentation. Its presence, which is spatially
inward-looking, is apparent in the internal divisions of the
concrete mass into small units, which obscure each other
in a measured and considered rhythm, and in a highly
organized compositional arrangement.ﬂg‘ !

The material modesty of the structure embodies, in
the form of the exposed concrete castings, functional
principles and an idealistic ethics of resistance to the old
order. Brutalist architecture (after béton brut, literally:
"raw concrete”, a term coined by La Corbusier) flourished
from the 1950s to the 1970s, and Israel’s leading architects,
led by Rechter, readily embraced it. Although Brutalism
is perceived by many as ugly and alienating, it harbors
discernible poetic values and formalistic aesthetics that
make it possible to understand how these architects found
it (besides its offering of fast and cheap construction)
an embodiment of prevailing Israeli values at the time -
namely, national fulfillment, security, direct simplicity, and
material modesty.

Singalovski documented the southern facade of
the Herzliya Museum in a large format black-and-white
photograph mounted directly on the wall from end to
end - as a starting point and end point for the visitors’
view of the architectural building looming in front of
them in its full size. The southern facade of the building
(facing 12 Sara Malkin Street) is used mainly for direct
access to MUZA (the museum'’s education department),
the museum’s offices, the parking lot, and a hidden
inner plaza, containing Santiago Sierra’s 2004 work,
Arrangement of Twelve Prefabricated Parapets.ﬂg' 2
This facade is a less familiar part of the museum, and
Singalovski, in his inimitable manner, reveals a new beauty

and meaning in it.
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the combination as providing the memorial hall with “a
cultural-secular theme that would give the building a more
vibrant public character, rather than leaving it as a mere
monument of remembrance.”’

Designed by Rechter, the new building, which was
inaugurated in 1975, was of a suitable scale for its urban
surroundings, which were still in their infancy. Despite its
topographical location - at the top of a hill whose slopes
border on Ben Gurion Street - and despite its proximity
to major public buildings in the town, such as the city
hall and the law courts, its design appeared to avoid the
monumental, temple-like, demonstratively authoritative
model that has been a dominant theme in museum
architecture. The museum’s structure refuses to be
summed up at a glance as a Monument. It is not surprising,
then, that Eli Singalovski toured the museum and surveyed
it repeatedly from all sides after being invited to take part
in an exhibition devoted to the art venues designed by
Rechter’s firm. Through his camera, Singalovski sought to
re-examine the architectural statement expressed in this
distinctive structure.

Since the early days of photography, photographers
have been drawn to document architectural structures,
in part because of their static quality and the dynamic
action of light within them, which suited the camera’s
capabilities at that time. In the late nineteenth century,
Frederick Evans (1853-1943) took hundreds of photographs
of churches, capturing the buildings’ mesmerizing and
enigmatic beauty. In the first half of the twentieth
century, Edward Steichen (1879-1973) documented
the growth of new skyscrapers in the United States.
Modernist architectural photographs, including Alexander
Rodchenko (1891-1956) and Lucia Moholy (1894-1989),
expressed futuristic dynamics through formalistic use
of shadow rhythms. In the 1960s and 1970s, Bernd and
Hilla Becher (1931-2007; 1934-2015) produced a corpus of
photographic typology that mapped, in a language dubbed
frontal objectivity, industrial buildings that reflected the
development of modern Germany after World War II.

From the outset, Singalovski has focused on urban
environments - in particular, Brutalist architecture. He
tends to focus on the structure itself, which is usually
located at the center of the format, and uses a technique
of night photography with long exposures, that removes

human movement from the frame. He avoids digital
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Inward Gaze

ELI SINGALOVSKI: HERZLIYA
MUSEUM, SOUTHERN FACADE

Curator: Dana Gordon
Text by Aya Lurie

The relationship between photography and
architecture ... faithfully reflects not only the history
of photography, or the history of architecture, but the
“psychology” of the relationship between them. ...
Photography has always sought to express and reflect,
in one way or another, what underlies the language of
architecture - scale, distances, relationships between
bodies and forms, urban masses, and the essence

of human environmental existence derived from
them. The mutual relationship and co-dependence
between the development of modern architecture

and that of photography are therefore undeniable,
almost obsessive. ... The differences seem to create
the symbiotic interdependency: photography reflects
a diminutive, limited, truncated two-dimensional
image, while architecture is usually enormous in
scale, three-dimensional, material, “environmental,”
complete, and comprising spaces and between-spaces.
The need for photography to “heighten,” to extend
beyond its own limitations, to be a multidimensional
means of expression, draws its inspiration from
architecture. Ultimately, architecture and photography
feed each other with information and relationships
between truth and illusion, light and shadow, form

and content, depth and height, breadth and area.'

Herzliya Museum was founded in 1962 by a group of
art-loving residents, headed by Eugene da Villa. They
donated paintings from their private collections to
establish this cultural institution in the young town.

In 1965, at the invitation of the city council and the
developer Moshe de Shalit, the architect Yacov Rechter
proposed a program integrating a Yad Labanim memorial

hall for fallen soldiers and the Municipal Museum. He saw



4 Fig. 1

The Israel Pavilion in Venice
within the main exhibition
gallery of the Herzliya
Museum of Contemporary
Art. Sketch by Amnon
Rechter and Dana Gordon

Fig. 2 L e e e P N e e
Rechter-Zarhy-Rechter
Architects, Israeli Pavilion

at the Venice Biennale's
Giardini, ground-floor plan,
1952, architectural drawing
on tracing paper, dimensions
unknown

Fig. 3

Rechter-Zarhy Architects,
Peri Engineer, Helena
Rubinstein Pavilion, Tel Aviv,
1959 (photo: Moshe Gross —
Keren Or, 1968).

Fig. 4

Zeev Rechter, Palestine
Pavilion, Colonial Exhibition,
Paris, 1931, conceptual

sketch, charcoal on tracing
paper, 35x58.5

Fig. 5

Rechter-Zarhy Architects,
Peri Engineer, Beit Yad
Labanim and Herzliya
Museum, 1975 (photo:
Moshe Gross — Keren Or)

Fig. 6

Rechter-Zarhy Architects, Peri
Engineer, competition entry
for the Painters and Sculptors
Association, Tel Aviv, 1962,
drawing on tracing paper,
70%x100

Fig. 7

Rechter-Zarhy Architects,

Peri Engineer, Main exhibition
gallery at the Herzliya
Museum, 1975 (photo:
Moshe Gross — Keren Or).
The upper light openings
and narrow openings create
a connection with the

“inner exterior”
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which serve the dual narrative well. The second phase,

in which the functions were separated and the museum
was expanded to its present size, was jointly designed by
Yacov Rechter and his son, Amnon, with sensitivity and
conformity to the original building, such that it is difficult
to tell where one ends and the other begins.

In the present exhibition, the conceptual sketch of the
Palestine Pavilion is presented facing the contemporary
photograph of the Museum building. This highlights the
connection and contrast between the imagined and the real,
and unfolds the two chronological and conceptual ends of
the Rechters’ work - from the International fantasy in the
1930s to the tangible realization, in exposed concrete, in
the 1970s. In between are other works that came up in the
archive search: proposals for the design of museums and
exhibition venues as part of architectural competitions in
the 1960s,9 ® and four buildings that were actually built.

Four principles - drawn from the examination of the
documents and the reading of the constructed interior
spaces - provide a basis for a comparative observation
between the represented projects and the exhibition
space, and attest to the uniqueness of “Rechterian”
architecture. The first is the use of natural light to
illuminate the space and the displayed art, through upper
light openings. The second is explicit expression of the
space’s structural elements: the columns distributed
throughout the space suggest a separation between
human circulation and the building’s physical support. The
third is proportions: “Display spaces that are not too large
or too high, spaces whose flow creates a sense of pleasant,
non-threatening walking.”' The fourth is a connection
between the interior spaces and the “inner exterior,”
which contributes to a sense of orientation and direction,
by means of window openings that face exterior spaces
attached to the building, such as the Herzliya Museum's
amphitheater and inner courtyard./9 7

Identifying these principles in the various display
spaces helps to read the intent behind the seemingly
“meaningless” elements - columns, windows and walls.
Their meaning is manifested in the subjective sense of a
person in the space, and in the added value of the building
that is designed to present art as a complex space that

equally caters to the viewer and the art.
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Yacov and his brother-in-law, Moshe Zarhy, joined Zeev's
office in 1949, after graduating from the Technion in Haifa,
and were made partners there in 1952. In the years after
Israel’s declaration of independence, their work focused
on the design of public buildings, often influenced by
the Brutalist aesthetic in architecture that succeeded
Modernism in the postwar period. Zeev and Yacov Rechter,
with Moshe Zarhy and engineer Micha Peri, worked
together until Zeev's sudden death in 1960. Yacov Rechter,
Zarhy and Peri continued to work together until 1976,
when they split into separate offices. In 1990, Amnon
Rechter, Yacov's son, joined his office on completing his
architecture studies in London. The two continued to
work in the public arena and developed the architectural
language that characterized their works at that time. They
worked together until Yacov’'s death in 2001. Since then,
the firm has been run by Amnon.

The earliest document on display in the exhibition
is a conceptual sketch for the design of the Palestine
Pavilion for the Colonial Exhibition in Paris in 1931.19- 4
It shows a building consisting of several prisms stacked on
top of each other. Dark patches in the upper parts of the
facade walls represent windows. In front of the entrance
to the building is a portico, and next to it the inscription
“Palestine.” One can imagine walking up to the main
entrance through a shaded colonnade and stepping into an
inner space of imposing height, with natural light filtering
through it. This is how Zeev Rechter chose to represent
the Holy Land - as an arrangement of Modernist, straight-
angled cubes, devoid of ornamentation, enveloping
neutral and bright spaces that allow for a dignified
display. Closer inspection of the sketch reveals that the
treatment of masses, the composition, the openings, and
the connection to the exterior are among the cornerstones
of Rechter’s architectural outlook.

The most recent building depicted in the exhibition
is the Herzliya Museum of Contemporary Art itself, in a
contemporary photograph by Eli Singalovski showing the
southern facade of the building. The museum was built in
two phases. The first part was designed by Yacov Rechter
as a merger of a Beit Yad Labanim memorial center and
an art museum, and was opened to the public in 1975.19-°
It is a quintessential example of Brutalist architecture -
readability and clarity of the building’s structure, and

use of exposed concrete and visual coherence, all of
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museum space. These principles are embodied in building
details whose meanings are usually overlooked, such as
columns, windows, and walls.

What is the relationship between a plan, which
represents an idea of space, and the tangible space? The
question of representation by an architectural document
versus a real object lies at the heart of many architectural
exhibitions. The document usually possesses a certain
technical character and significance. Its purpose is to
explain, in a language with clear codes, what the building
consists of. The information conveyed in the document is
limited - one cannot use it to feel the space, appreciate
the beauty of the light that penetrates it, or the quality
of the three-dimensional spatial experience of visiting
it. However, precisely because of what is missing in the
document, it gives the observer the freedom to imagine,
interpret, and give meaning to the idea inherent in it.
Searching an architectural archive is like an exercise
in locating portentous clues to a new story, which
is conveyed through informed and knowledgeable
decipherment of those clues and also by intuitive and
emotional assumptions. In the actual space, a new layer is
added to that story.

The search for the words “buildings designed to
display art” in the Rechter Archives yields documents
relating to various geographical locations, dating back
seven decades - from the 1930s to the beginning of the
present century - and encompassing three generations of
architects from the same family: grandfather, father, and
son. They include plans, drawings, illustrations, diagrams,
texts, and administrative documentation of buildings.
Some of the buildings featured in the documents were
built, others remained “on paper.”

The intergenerational story encompasses the entire
collection of documents and unites them. Zeev Rechter
was born in Kovalivka, Russia (how Ukraine) and came to
Palestine in 1919. He immediately began working as an
engineer and architect. Over the 1920s, he completed his
academic studies in Rome, and also studied and worked
in Paris. His work was influenced by the architecture of
the International Style and the tenets of early European
Modernism. In the spirit of the age, Rechter translated
the language of International architecture to suit his
local surroundings, in terms of its climate, economy, and

society. His son, Yacov, was born in Palestine in 1924.
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RECHTER: A MUSEUM IN
A SMALL TOWN IN THE
MIDDLE EAST

Curator: Dana Gordon

The Israel Pavilion at the Venice Biennale's Giardini,
designed by Zeev Rechter and his son Yacov Rechter in
1952, precisely fits into the main exhibition gallery of

the Herzliya Museum of Contemporary Art, which was
designed by Yacov Rechter and his son Amnon Rechter, and
inaugurated in 2000;19 ! the two spaces are precisely the
same volume. This was discovered upon examination of an
initial proposal - which was not realized - to arrange an
exhibition of works by the artist Ruth Dorrit Yacoby (part
of the museum’s current exhibition series) in accordance
with her proposal for the Israel Pavilion in Venice.
Following the discovery, the idea emerged to explore all
"Rechterian” architecture of art venues - both realized
(Herzliya Museum, the Israel Pavilion in Venice,ﬁg' 2 the

Tel Aviv Museum of Art’'s Helena Rubinstein Pavilion,ﬂg' 3
and Kahana House in Ramat Gan) and unrealized (such

as the proposals for the Israel Museum, the Sculptor and
Painter House, and the Tel Aviv Museum). It is interesting
to examine the inter-generational principles shared by
designs by Rechter Architects, and the distinctive qualities
of these art venues.

To this end, the current exhibition presents documents
from the archives of Rechter Architects that document
buildings whose purpose is to display art: museums,
pavilions, and galleries for permanent or temporary
exhibitions. The exhibition is held in the original
exhibition wing of the Herzliya Museum of Contemporary
Art, which was originally designed as a composite
entity, comprising both a Yad Labanim memorial hall
for fallen soldiers and a museum of art. The decision to
hold the exhibition in this section of the building invites
a comparative observation between the architectural
principles and ideas - as expressed in the plans, sketches,

or text documents - and their realization in the physical
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Ruth Dorrit Yacoby,
Happy Home, 2008-10,
mixed media on

wood, 122x62, estate

of the artist (photo:
Avraham Hay)
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Ruth Dorrit Yacoby,
Untitled, 2010-15, mixed
media on wood,120x62
cm, estate of the artist
(photo: Yigal Pardo)
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this figure into her identity, Yacoby highlighted the social
constructs of womanhood and motherhood as a major
concern for her. It was during this time that she began

steering her work in a clearly feminist direction.

Postscript: In Favor of Intimacy and Partiality

To enable a profound experience in the encounter with
Yacoby’s work, 1 conceived the notion of inhibition

(as opposed to exhibition) with regard to the show’s
layout — namely, an intimate format that enables the
viewer to engage with the artworks on a one-on-one basis.
Motivated by the notion of a collective emancipation

of the female subject from the patriarchal order, this
allows for intimacy and partiality, rather than objectivity
and entirety. Accordingly, a succession of architectural
spaces - developed with Ariel Armoni, the exhibition’s
designer - present a series of partial “ensembles” or
“events” highlighting the main themes of Yacoby’s work.
This enables a close encounter with the subtlety of one of

the most interesting female Israeli artists of her time.
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universal subjection of the female subject to disciplining
by religious institutions through rituals and rites such as

marriage, birth and death.

Freeing Language from Prevalent Systems of Logic

Yacoby often inscribed her own poems into her artwork. In
addition, she repeatedly painted broken sentences, words,
phrases, and syllables on a variety of supports, engaging
in a feminist deconstruction of language that challenges
accepted systems of thought. Yacoby used text to expose
the supremacy of the patriarchal order of language, and
its inclination to concealment of affect - especially with

regard to bereavement and commemoration.

A Fragmented Female Silhouette

The recurring presence of a flat female silhouette in
many of Yacoby'’s artworks may be linked to notions of
spirituality and feminism. It is also an artistic device that
divides the canvas into sections. This anamorphic grid
allows Yacoby to introduce a myriad of hues, images, and
tempos into her compositions, while stressing the notion
that in a patriarchal society the female subject is divided
into partialities by the social constructions of her as a

woman, artist, and mother.

Infliction of Harsh Conditions on Art and Artist

A wide range of images of suffering, anguish, and
disintegration of the body recurs throughout Yacoby’s
work. These themes also find expression in her materials
(such as bandages) and work processes: she habitually
inflicted the harsh desert environment upon her art.
This is manifested in faded colors (due to exposure

to bright sunlight and high temperatures) and in the
presence of dust, sand, twigs and other organic materials
in her artwork. She also used toxic materials in her art,
inadvertently inflicting them upon her own body in the

process and harming her health.

Reclaiming Her Birthname Ruth

At a mature age, Yacoby took on a female role model -
Haviva Pedaya, who taught her Jewish mysticism.
Renaming herself “Ruth” (after her mother had changed
her name from Ruth to Dorrit at an early age), she signaled
the biblical figure of Ruth — who forms an alliance with

Naomi - as being central to her existence. By introducing
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20 Carolee Schneemann,
“The Obscene Body/

Politic,” Art Journal, no. 50,

vol. 4 (1991), p. 28.

Covered in paint, grease, chalk, ropes, plastic, |
establish my body as visual territory. Not only am |

an image-maker, but | explore the image values of
flesh as material | choose to work with. The body may
remain erotic, sexual, desired, desiring but it is as well
votive: marked, written over in a text of stroke and

gesture discovered by my creative female will.?°

Like Schneemann, Yacoby often merged her body and
her work into an integral material whole. She physically
engaged with her work, immersing herself in it to
produce a fusion. Bonding the forces of the desert to her
body and her art, she created a sensual environment of
experimental artistic endeavors that eventually took its
toll on her health.

A Note on the Curatorial Rationale of The Door to the
Secret Garden
At the root of the present curatorial interpretation of
Yacoby'’s work is the challenge of exploring her art beyond
previous interpretations. The totality and intensity of her
work - including the toxic environment of her studio -
were not merely stylistic, but artistic choices, reflecting
her state of existence. A restaging of her work requires a
careful examination of the personal motivations related to
her particular working conditions. In the current exhibition,
Yacoby'’s work is read as a testament to aspects of her
artistic and personal journey. Such a reading is attained
by tapping into her inner voice and noting the delicate
resonances that were muted by her own opaque language.
The exhibition creates a moment of recognition of
the political subjectivation of a female, mature artist
from a remote region of the country, who was repeatedly
marginalized by patriarchal systems and orders. My
research into the historical, geographical, sociological, and
psychological conditions that shaped Yacoby’s work has

resulted in five cross-sectional themes:

A Feminist Perspective on Belief Systems

Religious and spiritual iconography is a salient aspect
of Yacoby’s body of work. It includes a Jewish religious
perspective and a mixture of signs and symbols from
other monotheistic religions, ancient pagan traditions,
and spiritual encounters. These are coupled with a

feminist perspective, questioning and problematizing the
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Mass./London: The MIT Press,
1986), p. 10.

19 The flattened female
silhouette may also be

found in the black silhouette
technique used by artist Kara
Walker, which has its roots in
nineteenth-century Victorian
portraits. In a series of prints
titled Harper'’s Pictorial History
of the Civil War (Annotated)
(2005), Walker explored the
disappearance of the female
subject from depictions of
slavery and representations
of the Civil War in the
United States.

The Feminine Grid: Rhythmic Dynamism

of a Female Fragmented Presence

The image that recurs most often in Yacoby’s work is that
of a silhouette of a woman - suspended in the air, arms
outstretched, cross-like, at times with a halo around her
head - that appears in a wide array of compositional and
color variations. This image has been discussed by the late
curator Mordechai Omer as the spiritual experience of the
Great Mother of all life and death, lamenting over the
dead but also giving life and curing the hurt.'’

The extensive repetition of the female figure in
Yacoby’s work makes one consider its role in the overall
composition of the canvas - in particular, in dividing the
canvas into sub-sections. In her seminal essay "Grids,"
the American art theorist Rosalind Krauss asserted
regarding Mondrian and Malevich: “They ... are talking
about Being or Mind or Spirit. From their point of view,
the grid is a staircase to the Universal, and they are not
interested in what happens below in the Concrete.”'®
Unlike the modernist construction of the grid, the female
figure in Yacoby’s compositions serves as a subtle lattice
that introduces rhythm and dynamism into the division
of space. While Mondrian and Malevich used grids to
denote a modern notion of the universal, Yacoby’s female
silhouette-grid expressed the fragmented and diffused

presence of women in a male-dominated society. '’

Desert Tableaux: Impact of the Desert Environment
on the Artwork and Artist
Yacoby drew inspiration for her art from the landscape and
natural world of southern Israel. The flora and fauna and
the sand dunes found their way into her work, as did the
extreme climatic and terrestrial conditions of the desert.
For instance, she subjected a series of works contained
within white, rectangular boxes to the natural elements
of the desert climate - including sandstorms, rain, high
temperatures, and the blazing sun.fi9- 4

Likewise, she exposed other works to toxic and
poisonous materials. Yacoby submitted her own body
to the same destructive forces that she applied to her
art. Immersing one’s body in the studio and its materials
is a theme that recurs in the work of several female
artists who dealt with the body through concepts such as
abjection. One such example is the American artist Carolee

Schneemann, who wrote:
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15 Ruth Dorrit Yacoby, The
Venice Biennale Project — The
Joyful Mother of Children:
Journey to the Land of Life,
application to Represent Israel
at the 2015 Venice Biennale,
PDF, 2014 (in Hebrew).

16 The submitted proposal
consisted of a three-page
submission form; 18 pages
of her CV; two-page verbal
description of the Biennale
Project titled Ruth Dorrit
Yacoby: The Venice Biennale
Project — The Joyful Mother
of Children: Journey to

the Land of Life; the
proposed overall layout of
the exhibition as a journey

between three territories
within the three spaces of
the Israeli Pavilion in Venice;
a five-page rendering of the
exhibition overlaying the
architectural plans of the
pavilion; detailed descriptions
of the display on each floor
of the pavilion, including her
own poems and writings (a
32-page description of The
Land of the Dead, a 19-page
description of The Journey —
The Living Heart, a 24-page
description of The Land of the
Living); eleven scanned pages
of newspaper articles on her
art in English, Italian, and
Japanese; eight frames from
the film The Woman of the
Thousand Voices, produced
by her son, Amram Yacoby,
with a one-page synopsis;

25 scanned pages from the
exhibition catalogue of her
solo show at the Vatican; and
50 scanned pages describing
her solo exhibition at the Tel
Aviv University Gallery, 2011.

that understands suffering as an existential state

of continuing antiquity. The occurrences within the
soul, like the world of phenomena and nature, are
experienced as a manifestation of magical forces

and as the embodiment of a spiritual element that
seemingly unites the entire world. An existential way
of life akin to a mystical religious experience and to
the realm of ancient myth is therefore interpreted as
a journey: a transformative, conscious, and spiritual
process; the journey of mythical heroes to the depths
of the underworld and back to the world of life, or the
journey of the soul to redemption and eternity. This
journey takes place between the poles of birth, death,
and rebirth, in a cyclical motion that proclaims life
from the midst of death.'”

The extensive description of the proposed exhibition
was based on three overarching themes that preoccupied
Yacoby at her studio in the final decade of her life: The
Land of the Dead; The Journey - The Living Heart; and The
Land of the Living. Merging together sketches, poems,
images, stills from videos, links to videos, exhibition
texts, and newspaper articles,'® the proposal reflected
Yacoby'’s perseverance in using a poetic language that is
quite foreign to contemporary exhibition proposals. In
light of its style and volume, Yacoby’s proposal might be
read as a subversive act that challenged the very structure
of the contemporary art world and its codes. Through its
own coded lexicon, it raised questions about exclusion
and inequalities as experienced by women artists in the
contemporary art world. But at the same time, Yacoby'’s
criticism of the division of cultural capital appears to
have stemmed not necessarily from a critical awareness
of such issues, but from a resentment at being excluded
from the mainstream of the art world in Israel due to her
gender and age. Her proposal’s vocabulary suggests that
her opprobrium was aimed in particular at the leading
figures of the local art field, who had previously rejected
her proposals due to a male-biased approach and ageism -
which ultimately resulted in her art being repeatedly

marginalized in Israel.
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14 Uri quoted in Dekel,
p. 154.

events and accepted historical narratives by asking in the
name of what, and for whose interests, do certain events
become part of the collective experience.

Yacoby, it seems, opted not to bear the consequences
of explicitly raising such questions in public. The
understated tones of feminism in her art notably
contrasted with the more overt expressions of feminist
artists who chose to forego motherhood in order to be
accepted into the masculine art canon. The artist Aviva
Uri (1922-1989), for example, asserted that “If one wishes
to create, one must firstly be an artist, and only then a
woman.” ¥ The poet Yona Wallach (1944-1985) also gave
up motherhood for her career. As a revolutionary Israeli
feminist and postmodernist poet experimenting with
art, womanhood, and Jewish mysticism, she dealt with
the very nature of feminine creativity within the social
construction of a woman artist in Israel. Yacoby - like
Wallach - pursued death, sex, and femininity as major
themes in her work, highlighting womanhood at a time
when the national, collective voice was mainly male-
dominated. However, while Wallach is considered by many
to have been an overt and declared feminist speaking to
a generation of female artists that challenged the canon,
Yacoby - by pursuing a path that diverged from that of
both male and female Israeli artists of her time - was
never part of a circle of Israeli feminist artists.

The intricate undertones of Yacoby’s work, subtly
addressing questions of patriarchal order, are apparent in
a text-based series in which repetition of the Hebrew word
yeled (boy, child, or son) is constructed from child-like
objects. In this series, Yacoby'’s use of letters reveals how
she played with the masculine conditioning of language,
revealing how systems of logic are affected by the

patriarchal order.

The (Non) Representative of Israel at the Venice
Biennale of 2015
In April 2014, a year before her death, Yacoby submitted
a proposal to represent Israel at the 2015 Venice Biennale.
The extensive one-hundred-page proposal is a testament
to Yacoby'’s persistent attempts to become officially
recognized by the Israeli institutional art institutions. In
it, she wrote:

The creative work of the Great Mother’s journey is

rooted in the depths of a personal psychic being,
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9 A practice that may be
linked with Freud’s notion
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English, 1972), p.18.

13 Tal Dekel, “From First-
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Art in Israel: A Quantum
Leap,” Israel Studies, vol. 16,
no. 1 (Spring 2011),

pp. 149-178.

Loosening Language Links: Painting Language from
a Feminist Perspective

Yacoby'’s text-based works span a wide range of materials
and periods of her creativity. Her repeated painting of

? ~ including her

the same words, sentences, and phrases
adopted name (Ruth), the name of a museum (MoMA), or
that of a female Ancient Greek biologist and embryologist
(Pitias),10 loosely smeared or stained onto canvas, textile,
or wood'9 3 - challenged institutional, dominant language
constructions. By re-signifying textual elements, Yacoby
forged an affinity with a previous generation of Israeli
artists who criticized the use of Hebrew in political
contexts.'’ Recognizing that word associations were a key
means of exerting control in a patriarchal society, Yacoby
consciously destabilized the logic of traditional structures
by creating her own female, poetic constructions.

In a series of large-scale text-based works, Yacoby
painted her own poems - many in red paint on white
linen: bleeding language constructions that call to mind
female poets who reclaimed language from a feminist
perspective. One such example is the work of the American
poet, essayist, and feminist Adrienne Rich, who in her
essay, "When We Dead Awaken: Writing as Re-Vision,"”
wrote: “Re-vision - the act of looking back, of seeing with
fresh eyes, of entering an old text from a new critical
direction - is for women more than a chapter in cultural
history: it is an act of survival.”'?

Although Yacoby never clearly conveyed an ideological
political feminist agenda as Rich did, she challenged
male domination of culture through acts of “re-vision”
of Hebrew language constructions. Israeli feminist art
historian Tal Dekel explains that in the Holy Land (pre-
independence Israel, late 1800s and early 1900s), Zionism
promoted the idea of gender equality in the spirit of
First-Wave feminism, but in reality, Israeli First-Wave
feminism - before and after independence - was
essentialist.’” Likewise, the so-called gender equality
associated with Israeli society of mid- to late twentieth
century was, in reality, founded on a biological-essentialist
approach, with socially and culturally predefined
differences between men and women. It is within this
context that one must regard the fact that Yacoby,

a mother of four, also pursued a career as an artist.
According to Dekel, one of the strengths of feminist

thought is the opportunity to reevaluate, or even recast,



Fig. 3

Ruth Dorrit Yacoby, Untitled,
2010-12, paint and fabric on
wood, 122x80, estate of the
artist (photo: Yigal Pardo)

8 A pillar of salt stands to
this day on the shores of the
Dead Sea, symbolizing this
biblical myth and attesting to
a woman deemed unworthy
to be saved by her husband
and her community due to her
devotion to her moral truths.

and the New Testament. Referring to the Virgin Mary -
believed to have conceived Jesus after being impregnated
by the Holy Spirit without having sexual relations -
Yacoby highlights the incongruity rooted in conceptions
of womanhood, motherhood, and childbearing in
monotheistic religions. In another series of paintings -
housed in a set of shallow boxes - a female figure appears
in progressive stages of disintegration. Blending in

with her background, fragments of the silhouette are
graced by desert debris such as stones, twigs, and sand.
Clay burial candles and vessels adorn the bottom of the
boxes, reminiscent of the pagan rituals of the region. As
though emerging from the depths of the desert soil, these
three-dimensional works demonstrate Yacoby’s liberated
exploration of death, burial, and bereavement.

In addition, incorporating militarist aspects of Israeli
society into many of her paintings, Yacoby invoked her
own particular existence as the mother or wife of her male
family members, who were all conscripted by the military.
By combining religious and military iconography, Yacoby
grappled with notions of life, death, and eternity in Israeli
society, underlining the fact that death and bereavement
are a major part of life in Israel.

The film The Woman of a Thousand Voices (2007),
created by Yacoby’s son, Amram Yacoby, fleshes out her
unique combination of ancient rituals and traditions,
with their relevance to contemporary Israeli society.

With particular focus on salt, the film links her output’s
particular geographical, geological, environmental roots
in the Dead Sea with motherhood, care, and the Holy
Scriptures of the Hebrew Bible. By filming on the shores

of the Dead Sea, the film alludes to the biblical tale of
Lot’s (nameless) wife, who is turned into a pillar of salt as
punishment for disobeying the angels’ warning not to look
back at the evil cities of Sodom® - the fate of a woman
who speaks truth in a patriarchal society. Through the
crystalized lens of salt, Yacoby’s son portrays his mother,
the protagonist, in all her complexity. The contradictory
nature of salt - as a substance of healing and preservation,
yet also as an element that impedes life and growth -

is echoed through the character of Yacoby in the film.

She is portrayed by her son as a caring and empathetic
human being, concerned about her environment and the
preservation of local traditions, while, suffering for all the

fallen sons, she drowns herself in a sea of tears.



62 in turn led her to explore various religions and faiths. In
2001 she presented a solo exhibition, Gate of Tears, Rain of
6 The exhibition was Roses, at the Vatican.® Pedaya wrote the main text in the
on view at the Pontifical aprer .
exhibition catalogue, noting:
Committee for International
Eucharistic Congresses. The observer of Yacoby’s works feels that her art is
carved out of the abysses of the soul, and that one
is looking at a story whose existential power draws
on the effort and striving for spiritual and creative
development, along with the urge for self-realization

7 Haviva Pedaya, “Between as a woman and mother.’
the Sky and the Land,” Ruth
Dorrit Yacoby: Gate of Tears,

Rain of Roses, exh. cat. (The Pedaya clearly recognizes the strong association between
Vatican, 2001).

religion and feminism in Yacoby’s art. This connection

is made explicit in the painting On the Night of All the
Moons Ruth was Born (2009-11) that links the biblical
scene in which Ruth follows Naomi’s advice to meet
Boaz at night (Ruth 3:3-4) with the moment of Yacoby'’s
“re-birth” as her namesake."? ' The painting depicts a
female figure against a red background, wreathed in
plants, cradling a bird in her arms. It is a full expression
of Yacoby'’s exploration of Judaism and Kabbalah through
the perspective of care and empathy. By restoring the
name “Ruth” to her personal identity and incorporating
the biblical Ruth into her art, Yacoby forged a unique

mixture of spirituality, religion, and traditions, based on

Fig. 1 an unraveling of religious myths and legends through a
Ruth Dorrit Yacoby, On the

Night of All the Moons Ruth
was Born, 2009-11, mixed Yacoby'’s exploration of religious and spiritual rituals

media on wood panel, L. . . .
250x100, estate of the artist ~ @nel traditions was not necessarily pursued from a religious

feminist perspective.

(photo: Avraham Hay) vantage point, nor was it an empty act of appropriation,
but rather a way of raising pertinent questions about how
institutionalized religion seeks to control female subjects.
Although at the time it was fairly uncommon for Israeli
secular women artists to address religious issues through
a feminist perspective, a contemporary of hers, Michal
Na’aman (b. 1951), did so in a 1974 installation and a
series of paintings titled Kid in Its Mother’s Milk - based
on the biblical injunction, “Thou shalt not cook a kid in

its mother’s milk” (Exodus 23:19) - which combined the

kosher prohibition of mixing together meat and dairy

products with reference to the regimentation of the lives

Fig. 2 of female subjects at childbirth in medical institutions.
Ruth Dorrit Yacoby, Mary's
Mercy Cabinet is Empty, Yacoby'’s painting Mary’s Mercy Cabinet is Empty

2000-03, mixed media on
wood, 122x62, estate of the
artist (photo: Yigal Pardo) female subject in religion - particularly in Christianity

(2000—03)ﬁ9' 2 references the institutionalization of the
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4 The Book of Ruth was
written between the 6th and
4th centuries BCE.

5 Prof. Pedaya (b.1957)
is an Israeli poet, author,
cultural researcher, and
professor of Jewish history.

individual character.”> To my mind, Yacoby'’s use of natural
items, such as leaves, twigs and branches (collected
during her morning outings into the desert), combined
with domestic discarded objects, such as broken furniture,
windows and doors, and available or “worthless”
materials, such as cardboard, broken glass and plastic
(collected during her meanderings about the city), gave
expression to the environment in which she operated, as
well as to her belief that everything has a place in the

world and in her art.

Female Alliances in the Book of Ruth

After studying art and raising her children, Yacoby was
drawn to Kabbalah - a set of esoteric Jewish teachings
with mystical religious interpretations. During this
period, she also did something that must be considered
a watershed moment in her life and work. In 1995, she
reclaimed her birthname “Ruth” that her mother had
changed to “Dorrit” when she was still a baby. In doing
so — possibly also as a tribute to one of the most complex
female characters of the Hebrew Bible - Yacoby was
declaring her renewed interest in religious and spiritual
themes through a feminist perspective.

The Book of Ruth” tells the story of the Moabite
woman Ruth who, after the death of her husband, returns
with her mother-in-law, Naomi of Judea, to the latter’'s
native Bethlehem. Declaring complete loyalty to her,

Ruth accepts the God of the Israelites as her God and the
Israelite people as her own. Despite hardships, she insists
on accompanying Naomi back to Bethlehem, where - with
Naomi’'s encouragement - she marries Boaz, a prosperous
relative of her late husband. Through the tale of a woman
who challenges a male-centered society by seeking to
fulfill her gendered role, the book of Ruth raises questions
about female alliances and the social construct of
womanhood and motherhood in a patriarchal society.

Haviva Pedaya,5 a noted Mizrahi feminist intellectual,
who greatly influenced Yacoby, explores manifestations
of religion in Israeli society as a cultural enterprise rather
than through the lens of holiness and sanctity, and
critiques Israeli society’s ongoing oppression of women,
especially Mizrahi women living at the periphery. Through
her encounters with Pedaya, Yacoby became interested
in notions of womanhood and motherhood as expressed

in a wide range of religious and traditional beliefs, which
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at the Tel Aviv Museum of
Art, 1990, Yacoby exhibited
alongside Tamar Getter,
Deganit Berest and Michal
Na’aman, who have been
largely associated with Israeli
Dalut HaHomer (Arte Povera).
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items, available at
www.ruthdy.com (accessed
October 31, 2021).

conditions in the Negev desert. Looking back at Yacoby’s
work, it clearly diverged with the Israeli canon of the time,
and at times contradicted it outright. Unlike other female
artists of her generation, with whom she often exhibited
her works,' Yacoby never entirely subscribed to any
particular trend in Israeli art. Analyzing her work through
the combined lens of feminism and locality highlights her

unique voice, and how it challenges the Israeli art canon.

A Voice from the South
Yacoby exhibited widely, both in Israel’s major museums
(including an exhibition at the Herzliya Museum, curated
by Yoav Dagon), and around the world - in Europe, South
America, Asia, USA, and Canada. However, in contrast to
the acclaim that she received overseas, she was considered
by many in the local art scene to be an outsider artist.
This was possibly due to her work being at odds with the
prevailing trends of the Israeli art discourse, as an artist
living and working at the geographical fringes of the
country and centering on feminine themes.

My own personal acquaintance with Yacoby played
a key part in the research for the present exhibition. On
returning to my hometown Arad after my fine art studies
and ten years of professional experience, | founded a local
artists residency program - Arad Art & Architecture - and
subsequently the first major art center in the eastern
Negev, Arad Contemporary Art Center. It is through this
professional work in Arad that I first became acquainted
with Yacoby and her family.’

As a curator in Arad, | have developed the notion
of a local genus of cultural production and display that
is largely a product of the specific living and working
conditions prevailing in the far-flung regions of the globe -
especially in the southern hemisphere. | have dubbed this
genus the “southern mindset,” and consider it as a swift
gust of warm air emanating from the south, disrupting
prevailing, somewhat ossified approaches and conventions
of Western art and culture. | discern such an element in
Yacoby'’s attitude or emotional state, which resulted in the
intensiveness with which she sought to encapsulate her
environment in her art.

Curator Dr. Gabriele Uelsberg considered the
appropriation of “various materials, found objects,
and colors” in Yacoby’s art as a “blend of reality and

imagination ... divesting them [the materials] of their



65

RUTH DORRIT YACOBY:
THE DOOR TO THE
SECRET GARDEN

Curator: Hadas Kedar

Introduction

The entry point into the exhibition The Door to the Secret
Garden is a contemporary analysis of the late Ruth Dorrit
Yacoby's oeuvre. Yacoby, who passed away in 2015, left
behind one of the most enigmatic bodies of work in

the history of Israeli art. The exhibition, the first major
presentation of Yacoby’s work since she passed away,
offers a renewed contemplation of her work in the context
of Israeli and international art, reflecting on its past
relevance and current significance.

Yacoby was born in 1952 as Ruth Yacoby to a
Canadian-born mother and a father of Iraqi descent, who
met in Palestine during the British Mandatory rule. They
settled in a cooperative farming community near the Sea
of Galilee, where they specialized in beekeeping, avocado,
olives, and poultry farming. In her youth, she left her
parents’ home to study at the Boyar Boarding School for
gifted youth in Jerusalem, and on reaching adulthood
moved to the town of Arad, in Israel’s southern Negev
region, with her husband, Giyora Yacoby, who worked
as an engineer for the mineral refining industries. There
she qualified as a psychologist, and began working as
one in the town. While raising four children, she began
her art studies in Be'er Sheba, and subsequently enrolled
in the Midrasha School of Art - one of Israel’s main art
schools. Although she began her creative journey later
in life, Yacoby’s body of work comprises thousands of
artworks - a reflection of her total dedication to her craft -
on universal themes such as birth, death, creativity, faith,
spirituality, feminism, ecology, womanhood, motherhood,
war, bereavement, and more.

The present exhibition seeks to reexamine Yacoby’s
oeuvre from two main perspectives: a feminist viewpoint

and a local outlook related to her living and working
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1 Quoted in Dr. Haim
Gamzu: Art Reviews, edited
by Gila Balas (Tel Aviv: Tel
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2 David Arieh Friedman,
“The Late Aharon Avni,”
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two children - Hadassa and Amos - a well-known figure
in Tel Aviv’s cultural field, and a respected artist. Avni’s
Studia continued to operate despite the crisis, and, while
he continued to run it, Avni co-founded the Hamidrasha
Labor Art and Crafts Teacher Education Institution with
Eliyahu Beiles (1903-1966), which would later become

a leading school of art - Hamidrasha School of Art, now
part of Beit Berl College. During this time, Avni won the
Tel Aviv Municipality’s Dizengoff Prize for Painting and
Sculpture for the second time, held a solo exhibition

at the Tel Aviv Museum and another in Paris - the last
exhibition of his life. Shortly after his return to Israel, in
late 1950, his health deteriorated and he was diagnosed
with a serious illness. Aharon Avni died in 1951, and was
buried in the Nahalat Yitzhak cemetery. After his death,
the Studia was renamed the Avni Institute, which bears his
name to this day.

“Aharon Avni was one of the humble artists, who
consistently carved his own path,” wrote the noted art
critic Haim Gamazu in his book Painting and Sculpture in
Israel." This consistency was double-pronged: it meant
that he was seen as original and advanced in one period,
yet as conservative and even old-fashioned in another.
This change affected him not only during his lifetime,
but posthumously, as well - in the form of disregard by
museums, in his absence in historiographical writings,
and in oblivion from public memory. Exactly seventy years
after his death, this exhibition and its accompanying
book offer, after a long time, an opportunity to become
acquainted with the paintings of Avni, whose glow has
dimmed. This is an opportunity for a re-encounter with
the qualities and merits of this artist, whose “creative
vocation and way of life were first and foremost a

miraculous gift to the eye.”’
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Avni's studio and his Studia (art-teaching studio, see
below) - that is, between the private artist and his public
figure, or between the painter who repeatedly opted for
intimacy and the one involved in the artistic scene of his
time - the inwardness of his work crops up repeatedly in
the exhibition before us, in art that is both close to the eye
and to the heart.

Beside his artistic work, Avni nurtured the pedagogical
aspect of art education, which he saw as a mission of
utmost social value and cultural importance. In 1936,
he founded the Studia, or, to give its full official title:

The Studia for Painting and Sculpture under the Cultural
Committee of the Tel Aviv Workers’ Council. The Studia
was established under the auspices of the Histadrut (trade
union organization) and thanks to Avni’'s connections

in Mapai (the then ruling Labor Party), with the goal of
"providing its students with a perfect education, in theory
and in practice, in the field of plastic arts, and to spread
artistic education to the masses.” Avni himself headed

the Art Department, where he taught painting, drawing,
perspective theory, and the history of French art. The artist
Moshe Sternschuss headed the Sculpture Department,

and taught sculpture, plastic anatomy, and the history of
sculpture. Other teachers taught graphics, drafting, theory
of style, artistic engraving and printing, anatomy, history
and sociology of art, technology and chemistry of painting,
etc. The Studia became a key hub in the art world of Tel
Aviv, and among its students were Michael Argov, Zipora
Brenner, Dan Eytan, Eliahu Gat, Menashe Kadishman, Dani
Karavan, Dan Kedar, David Lan-Bar, Ephraim Lifschitz, Lea
Nikel, Esther Peretz-Arad, Moshe Propes, Buky Schwartz,
Zvi Tadmor, Shimon Tzabar, Claire Yaniv, Yitzchak (lka)
Yisraeli, Ruth Zarfati, and Nahum Zolotov.

In 1945, just two years after Aharon Avni added
Yehezkel Streichman (1906-1993) to the Studia’s teaching
staff, Streichman left, taking a large contingent of
students with him, and co-founded a rival art-teaching
studio with Avigdor Stematsky (1908-1989). The event,
which was quite traumatic for Avni, marked changes in
artistic trends and changed the balance of power in the
local art and cultural field of the time. These continued to
dog Avni in the following years.

This turbulent period in Avni’s professional life,
however, soon gave way to happier times. By the start of
the fifth decade of his life, Avni was already the father of
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AHARON AVNI:
HIS STUDIO AND STUDIA

Curator: Ron Bartos

Aharon Avni (1906-1951) is one of the most important
forgotten artists in Israel. Avni was a prolific painter,
an influential educator, the founder of two leading art
schools, whose artistic activity had a significant cultural
impact on the artistic field of pre-independence Israel.
Avni’s life was short — he was only 45 at the time of
his death in 1951 - and his major artistic activity took
place in the 1930s and 1940s. The artistic background of his
work thus extends from the end of the Modernist shift in
pre-independence Israeli art and its divergence from the
previous Orientalist school, to the entrenched hegemonic
trend of universalist abstraction. Against this backdrop,
Avni forged his own style and artistic identity as an
artist focused primarily on "introverted" or introspective
images - a “chamber painter” of interiors, portraits,
and landscapes. Like other artists of his generation,
Avni formulated a new local style of painting that was
profoundly rooted in the French artistic tradition and
influenced by the contemporary School of Paris. It is a
style focused on personal and emotional expression yet
founded on pictorial and artistic values that dictate the
painting’s composition, encompassing both the artist’'s
skill and the painting’s atmosphere. Moreover, the style
adopted and adapted for the local scene was perceived to
be not only a modern and universal language, but one that
also bore “Jewish” attributes, which, it was felt, were ripe
for revisiting. Accordingly, Avni’s paintings are intimate,
emotionally charged, and dark - and they are typically of
interiors (of a home, or studio), still lifes (usually flowers),
portraits (mostly of family members or female figures who
were close to him), and intimate landscapes (rather than
panoramic views). Avni’s predilection for intimate interior
views is both a genre and an ideational outlook - one of

painting intimate painting at close quarters. Between
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Ruth Dorrit Yacoby: The Door to the Secret Garden
Curator: Hadas Kedar

Assistant Curator: Julia Yablonsky

Exhibition Design: Ariel Armoni

Installation of Hanging Devices: Luka Ratin

Curatorial research supported by a scholarship from the
House of Israeli Art, Academic Collage of Tel Aviv-Yafo

The Woman of a Thousand Voices, 2007

66 min

Director, Cnematographer, and Editor: Amram Yacoby

Poems and Artworks: Ruth Dorrit Yacoby

Sound Design: Nissim Massas

Singing: Shlomit Jacoby

The Yehoshua Rabinovich Foundation for the Arts, Tel Aviv

Malka (The Lost Princess), 2013

30 min

Director, Cinematographer, and Editor: Amram Yacoby

The Yehoshua Rabinovich Foundation for the Arts, Tel Aviv;

The Gesher Multicultural Film Fund; Cinema South Film Festival Fund
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Presented in collaboration ReCA — Rechter Center for Architecture

Inward Gaze

Eli Singalovski: Herzliya Museum, Southern Facade
Curator: Dana Gordon

Text: Aya Lurie

Framing and Hanging: The Print House, Tel Aviv

Collection+

Hand Built: Multi-Generation Ceramic Sculpture

in Israel

Participants: Yoav Admoni, Netaly Aylon,

Hedwig Grossman, Nora Kochavi and Naomi Bitter,
Abraham Kritzman, Gedula Ogen, Ligal Sofer,

Talia Tokatly

Curator: Tali Kayam

Exhibition Design: Tomer Schmilovitch
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Collection+

Ilana Efrati: After the Birds’ Paradise

Curators: Aya Lurie, Natalie Tiznenko

Woodwork: Sharon Zargary

Video Editing: Yair Asher

Textile Restoration and Consultancy: Shoshana Mandel
Curatorial research generously supported by Emda Group,
marking its thirtieth anniversary

anwam mn
ﬁ Nwianly <
mrEanaTtTy
4 Habanim St., Herzliya 4637904, Israel  Tel. 972-9-9551011
herzliyamuseum.co.il

X201 DU3 WD



>.=<v_oh<:<ﬁ~Eom._<o_._~zmoo<.580 E<>~_<~_o.=zﬂzozoE:mm:s_sr_._NE: ‘
‘NVWZLII WYHVYEYV ‘¥3LLI8 INOVN ANV IAVHOO) VION orcoy el [rotbP j[osjafo
‘NVWSSOU9 9IMA3H ‘NOTAV ATVLIN ‘INOWAV AVOA :11iNg ANVH ULLNLL UUXLL! LNUELLLE MCALLLE
‘AGODVA LIIYOA HINY ‘DISAOTVONIS 113
‘4OHIS VNVIQ ‘S1D3LIHIAV ¥ILHOTY

‘11v¥43 YNV ‘INAV NOIVHV




