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Tablecloth, 1977,
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Mambush Tapestry 29
Maker: The Craftsman
and the Artist, filmed and
produced by Jerry A.
Callner, 1970.
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Abraham Kampf, in 33
Tapestries Mambush,
exhibition cat. (New York:
The Jewish Museum,
1975), p. 2.

DV 'R WIANN YR 34
N12'0” MMM 7RO 1710
AT miw faa1ony
TIM'X ;1988 YN fIXT1D
RiiRlaNaialsih}

28 X171W , T 1'V1 NAWNN JTIDX7N1 NITINKT 1270 21170 111 1NN10 0N
— AMTM 170w ,10i7 VTN AR IR O i v nvzann” a7nm
TI7 A7 12,1791 132 i7'M177 1170 DY ,0'WaAWN NI IR

T1I1T0 , 72 N711 ;0077 1170 ;D" T0IN1 D™ D2NNY7 0i7'my7
TINIXTT 12X 2T 112 1INY70Y TIXITON ONTIN 196671 fINTINIY i1AMX
w11nn 7w 11'N' 11, XA[77X TINN DNTINA TIX 77111975710 .NY7¥1
1577 'wnn ot

7 1711001 DTTTINAX 7 "N ATNNAIN T 1'VA TR0 11170
TNWAXNi 711 7V 7T 77X TIDX7N X 1'0aDp .(tapestry) 1'0ap namx
D1IN 10 7V DMW{71 11Vi 1N 17 11771001 . J112D1N JIIXNATT J1YT
TIXN1 X7 WY 770710 101 1'il 1N DMND DY S TIei
TIIMIXY7 '7VAN 0'D1N "WATX TINAYN fINTIA X, 7197¥1 MY~ wnnil
,ONYY TV 0117 71D 0101271 w1j7'17 A7127 OIIDX7N .0M'XN 17 'O
.1'DAD N7'1001 0XIN D'N'DY'7 N 111 DY7 19i ,(Gobelin) 17112

IX'T IR TNY7 DMWY RN 7w D'w'will 0D'wnnn Niwl
10>1 15X 7N7 1001 1111 1'DADI TINX TIX (1966—1892) XD17
NX 1962711 2,1{7' TN 7DX7N 1'NNY7 1WN1 XDWY7 710X [I0131X
ANT7IINW YW IRTI71 10D X7 TI'NIXRT 120 A7I1X10 IR 0O
771 1INTIN 710 1¥X 196371 7XW™7 DA nV'A amwan 21995 Ty
7¥ 1TNYN TIX 1001 TID1NYT TY (17T 71711 ,1TN2 07N 17T, 17X
TV MPYTVIIRT XN 10 7 "N TID1NVTT :TN1700 177 DTN
1IX'TINA 7197V1 19661 .INYY XU 11¥'W1 DN 7w 11V “unt
D2 ,XDW7 'N'DY TX7 ,1770W D'IXN 17 "N'DW TID1VN 7XW!
1D O'AT 7V 17 0N 1T 0T .07 0Unx 7Y 0Tntow
1"DYT712 012 INX DV TN, XD N7 TIX 'R, 17K DMAX ["WYUTI
JTINND TR TIDNTNN 'TNA1 10D 7171100 TIX TN77 (2019-1932)
TIA'IXY7 1170 7711 071717 1"DYT711 11V D' NIYY TINN7N "NX
16 79x1771 TIIXIN"2 1"DAD

7¥ %771 TN'DY IAXRT L T1720N DY 11D NID11IXD AW w11nn
TN X7 MPYY7 WAR 11I011X1 MPY7 JwWaxy nn nxw awnm 7, xon7
POWITX 'O TIX AT 120 0w AR a8 pva amw
MY TIMIKT 11700 NTIA11 PI12N0 7w 11T DA, 71IXMDIINN
71N TV YT X7 17'NNAY T8 WI1ANN D X, T 1Y DUTNINR 17
TIX TNY7 7217 ADMIDIX X1¥NY 17V 17 T'wXA 772100 7t j7ovi
MWW 12117 1777 2%, TR0 D11 TIX 'AT 10 OWY .i{j7*10Di T
TINL7N TR 7Y 1T TR 7176 110 1'WaA 11701 .]1011X1
17'N71.1978 TV ,iTNXV1 N7V01 11X 121,71 TIN10NN T1TI00¥61 1771001
171 11 T12V'7 17011 1968™N1,'7N1i NN "11W™N TIIANIX 11707 1WA
,(1270 TX) 1M 17NV A7 ONEXAT 701077 TIM7TN TNy 0wl
DI T'7 A7 196671,V ANMTWI 11701 T1AV7 N7 NNiw
,'O'DN 170 A7 101 1107120 21,1974 TV w1ann n2axt ') 7y
WO NAMIR TIDX7NA fVY7NTIN 197271 N1V1D 11T07 nvany
D™PYI 01" " TN 11 17Y0 11700 7V (X' INR WY TR TIX
2 o711 10T 7V TINIX

5NV, 7R MDwIM 10

DTN MY 7wl M
7w 11127111 ,X1{77X NTA
D'N'LY NMIXT 1170 ,w1Inn
a7vaw ,7m 7R 711
qTV1 131,01 wnn wnl
f11TDNN D70 017111
DI TR Tn WA
7XIXY TIX 701717 110X
11.9.1991,1"wn ,"Nbw7

a2
textilesocietyofamerica.org

The International” 13
Lausanne Tapestry
Biennials (1962-1995),”
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website, available at http:/
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documentation/history/
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31 From top left, clockwise:
Marcel Janco, Oasis,

1970s, tapestry,

117%x150 cm, handwoven

by Mambush Tapestries,

Ein Hod, estate of ltche
Mambush and Aviva

Margalit (photo:

Avi Amsalem); Aviva
Margalit, Spring,

1970s, tapestry,

132x192 cm, handwoven
by Mambush Tapestries,
Ein Hod, estate of Iltche
Mambush and Aviva
Margalit (photo: Avi

Amsalem); Abraham
Rattner, Mount Sinai,
1970s, tapestry,
140%180 cm, handwoven
by Mambush Tapestries,
Ein Hod, estate of Itche
Mambush and Aviva
Margalit (photo:

Avi Amsalem); Weaving
at Mambush Tapestries,
Ein Hod, 1970s,
collection of the Shraga
Weil family (photo:
Shraga Weil)
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Working with thread, much like clay, is slow and requires a
combination of patience and physical endurance. Textile creativity
is channeled through large, repetitive movements. The creator’s
visual language is written like a text, line by line, from side to side.
Tapestries were a vast and limitless format that served to visually
depict entire worlds—maps, journeys, wars, gardens, weddings,
as well as blessings and prayers. Vast collections of tapestries in
museums of applied art around the world tell the history of their
usage as means of documenting cultures and stories.

Very uncharacteristically, Inbar began creating his first
tapestry after purchasing sixty kilograms of natural wool for
weaving, with nary a plan or diagram. “I brought it home,” he says,
“and put it in my study (which became the tapestry room), and for
two months after that | would just go in at the start and end of each
day, gaze at the yarn and savor it. | remember myself as a child,
mesmerized by how the rug in my parents’ living room looked
completely different when | lay on it and looked at it from really,
really close-up, gently teasing apart the fibers to see where they
fused together, like magic. | still do that today,” he says, smiling.
New material, old language.

“At the beginning you try to make materials do what you want
them to do. As time goes on you understand how to let them
do what they want to do, but your way,”2 Hicks once said. Inbar
manages to harness the ceramic and textile materials to do what
they want, in his own way.
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Gur Inbar, Yarn of Clay,
2024, sheep wool
yarn; freehand tufting,
140%165 cm (photo:
David Seth)
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Images from Gur Inbar:
Yarn of Clay, 2024,
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(photo: Dan Perez)
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Gur Inbar:
Yarn of Clay

Curator: Galit Gaon

At the age of sixteen, | was sent on a four-month internship

at the Paris studio of Sheila Hicks, the leading textile artist of

our generation. Apart from working daily on a hand-operated
tapestry loom, Hicks sent me on weekends to look closely at rugs:
decorative rugs, garden mats, and, of course, the six enormous
La Dame a la licorne (The Lady and the Unicorn) tapestries at the
Cluny Museum, woven in Belgium in the sixteenth century. Five of
the tapestries depict the five senses; the sixth is titled A mon seul
désir (To my only desire). They all feature a lady and unicorn, next
to monkeys, lions, foxes, dogs, rabbits, goats, and birds. They were
breathtakingly beautiful, and all at once the enormous importance
of our hard work at the studio became clear to me, since the
exhilaration one feels when encountering textile works is unlike
that of any other art. Beyond the depth and richness of the colors,
the narrative complexity or the size of the tapestries, | couldn’t
help but imagine the weavers putting the images together, line

by line, with no means of amending, altering, or changing one’s
mind—over a period of years, until a single tapestry is complete.

Gur Inbar’s exhibition, Yarn of Clay, attests, like a DNA sample,
to the current movement around the world from clay to textiles;
old materials, new thoughts. He describes his work in the studio
as intuitive, focused on the material, and unfettered. On textile and
ceramic surfaces alike, he paints, freehand, vibrant and colorful
abstract decorations that express freedom from definitions, roles,
or historical conventions.

According to the definition of the Academy of the Hebrew
Language, the Hebrew word uman (1mX) is a craftsperson, an
expert in his craft, whereas an éman (nx) is an artist—a creator,
such as a painter, sculptor, musician, actor, or writer. Both words are
drawn from the Akkadian word uméannu, meaning an experienced
craftsman or a person engaged in craftsmanship. Craft means the
production of either everyday or non-utilitarian objects. In Hebrew,
the terms applied art and decorative objects have, over the years,
expressed the deprecating attitude of the artistic elite in Israel
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toward the practitioners of these fields. The revival of handicrafts
(through the departments of industrial design at Israeli design
academies) has given rise to exhibitions, research, and a growing
community of young artists who devote considerable time to
researching traditional creative techniques and adapting them to
the twenty-first century.

“How do we choose our specific material, our means of
communication?” asked textile designer Anni Albers. “Accidentally.
Something speaks to us, a sound, a touch, hardness or softness, it
catches us and asks us to be formed. We are finding our language,
and as we go along we learn to obey their rules and their limits.

" The question of

We have to obey, and adjust to those demands.
whether a creator chooses his raw materials or they choose him
accompanies almost every encounter | have with Inbar. We meet
at his studio, next to the potter’'s wheel and loom. Since graduating
in 2015 from the Department of Ceramics and Glass at the Bezalel
Academy of Arts and Design, Jerusalem, he has worked doggedly
and consistently to push the boundaries of his work through
material flexibility and a colorful vocabulary. “The ceramic process
will forever be a mystery to me,” he says in a meeting with me.
“Often the end result is far from its beginning, so it’s hard for me

to say what attracts me more in my work—whether it's the end
result that I'm aiming for (and never achieve) or the dedication

to the properties of a material | love so much: its viscosity, grain,
transparency or opacity, fluidity. ”

In the past year, Inbar has found himself engaged in a new,
fascinating and tumultuous learning curve. His hands, which in the
past would be frequently covered in wet clay, are now manipulating
threads and tying wool fibers to a hanging tapestry. He uses the
ceramic canvas, like the textile one, to develop a colorful and rich
language. His passion for color, surfaces, and textures on the one
hand, and his freedom or liberation from a narrative image on the
other, have led him to develop his own “handwriting”—a unique and
distinct language.

A series of ceramic works on a potter’s wheel is always
dependent on the creator’s accumulated experience, on the
assured movement of their hands, the sensitivity of their fingers
to the thickness of the wall, the elasticity of the material, and the
inherent care in “stretching” the object on the potter’s wheel before
firing—all of which is acquired over time and repetitive practice. The
transition from one material to another is usually not characteristic
of veteran artists, but rather of the younger generation, creators
who move nimbly and easily from one medium to the next, free of
the compulsion to be the pinnacle of perfection in a single craft,
and able and willing to claim their status as creative artists.
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32 Tal.

of quasi-sculptural qualities. The Mambushes held long (at times
heated) meetings with the painters as they strove to understand
the exact hues required to make the transition from oil paint to
wool thread.?® In this complex artistic transition, the weavers at the
workshop also helped out. They recommended the appropriate
hues and solved problems that arose during the process, thus
helping artists realize their pieces. The original image was enlarged
into a meticulous outline divided into clearly-defined color areas,
chosen by the artists and faithfully followed by the weavers. The
palette of the design was also adapted to the medium, since the
weaving threads only featured approximately one hundred hues.?*
Each tapestry was produced in a limited edition of between four
and eight copies, with an original Mambush Workshop label on the
back, which had become a trademark.

It was complex physical labor. The weavers arrived at seven
in the morning and worked until three in the afternoon. They sat or
stood in front of the loom, their feet on the pedals. The outline of
the painting was placed beneath the weaving threads, drawn and
divided into areas like a map, with each section numbered with
the required color and hue of thread.?® The weavers worked on
the back of the tapestry, using a mirror to track their progress. As
Margalit-Mambush explained in an interview, “There is ho room for
mistakes or regret in weaving.”?® When the weaving was complete,
the weavers, with the Mambushes and the artist, ceremoniously
turned the tapestry upside down to reveal its front, then embarked
on the finishing stage.27 The journey to creating an artistic tapestry
was long: each tapestry took about nine months to complete. A
skilled worker could weave only half a square meter a month.28

All tapestries required Mambush'’s prior authorization to
produce.29 He did not approve all the proposals submitted by the
artists, either due to limitations of technique and execution, or
because of the tapestry’s sale potential. Although the tapestries
gained a reputation in Israel, given their high price they were
sold mainly to collectors overseas and in Israel they became a
decorative status symbol. “Every millimeter here is woven by hand. It
costs a fortune,” Mambush explained.30 In the late 1960s, the price
of a tapestry was more than 1,000 liras (approx. $400) per square
meter—the equivalent of about NIS 9,000 (approx. $2,400) today.®'

Initially, the Mambushes’ workshop collaborated with the Yonat
Jaffa Gallery in Jaffa, run by Jean Tiroche.3? But Mambush’s sights
were set on the United States and Europe, and he succeeded:
In 1975, at the height of the workshop's activity, a comprehensive
exhibition of Mambush tapestries was held at the Jewish Museum
in New York. The exhibition featured 33 tapestries by artists Marcel

Janco, Mordecai Ardon, Jean Arp, Yosl Bergner, Naftali Bezem,

33 Abraham Kampf,

in Tapestries Mambush,
exhibition catalogue (New
York: The Jewish Museum,
1975), p. 2.

34 ltche Mambush in
an interview with Rivka
Michaeli, on the program
Sibah Limesibah, Israel
Broadcasting Authority,
probably March 1988;

Irit Rotem-Tzifroni.

Abraham Rattner,

The Burning Bush,
1970s, tapestry,

165%131 cm, handwoven
by Mambush Tapestries,
Ein Hod, estate of ltche
Mambush and Aviva
Margalit (photo:

Avi Amsalem)

,WI11i1 110,210 DIMAX
fINN 7Y 70771 MY
,1"DAL V{7 'L 20771
,M"D 165%131,71"1T* A" IX
1"V ,WI11NN NITD :VIX'1
WI11nn 'YX 117, T
T1"720N Na1"ax1

(070NN AN :D177Y)

Sam Briss, Richard Callner, Robert Hellman, Ovadia (Abdallah)
Alkara, Aviva Margalit, Abraham Rattner, Bezalel Schatz, and

Shalom of Safed. In the introduction to the exhibition catalogue,

Prof. Abraham Kampf concluded that Mambush’s workshop
|."33

initiative is “a pioneering venture for Israe
In 1985, Mambush retired from running the workshops in
favor of a “private life and vegetable-growing"34 in the garden of
his home in Ein Hod. Since then, the tapestry-weaving workshop
building in Ein Hod has remained frozen in time, and has not yet

been taken over by any other activity.




8 Varda Lahay, “Aviva
Margalit,” Al HaMishmar,
October 3, 1973 (in Hebrew).

9 As an ardent Zionist,
Mambush used to say,
“Blessed is a man who
goes to sleep lying on the
Land of Israel.” Quoted in
Shtrasler.

10 Weinstein Israel,
Dreamweavers, p. 5.

11 Inthe late 1980s, with
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(in Hebrew).

Iltche Mambush (1920-2015) was a key figure in the development
of the Ein Hod artists’ village, and was nicknamed its “mukhtar” (in
Arabic, “village chief”). He was charismatic, with a unique sense
of humor, a keen business sense, and connections with artistic
bohemia and the Israeli elite. He began his career as a painter
and even studied in Paris in the early 1950s, but when he joined
the core group of Ein Hod’s founding artists, he abandoned the
paintbrush in favor of a variety of crafts and the development of
the village. Aviva Margalit-Mambush (1919-2004) was a fascinating
artist who moved freely between media. Her abstract style has
been described as “writhing lines, alternately distancing and
converging, in a kind of dance momentum.”®

The Mambushes were among the first settlers in Ein Hod,
and among of the first to put down permanent roots there. When
the founding members arrived in 1953, led by Janco, the village
houses stood empty since its original Arab residents had fled
during the 1948 War. A few years previously, when he came across
the place, Janco (an architect by profession) prevented the IDF from
demolishing the stone buildings of the village. The village lacked
infrastructure such as water, roads, and electricity, but the Zionist
spirit of the Jewish settlers eclipsed the difficulties, while also
obscuring the site’s painful history.9 The motivation of the founders
of the artist’s village was to establish a rural center of original Israeli
arts and crafts, which would lay the foundations for young local art
linked to the contemporary universal modernist culture.

Itche and Aviva Mambush had first met at Café Kassit in Tel
Aviv, and married in a colorful ceremony on a winter night in the hall
of the village’s main gallery. In the late 1950s, the couple opened an
arts & crafts center in Ein Hod, initially dubbed Margalit Ein Hod.!°
It began in a small room, which gradually expanded, culminating
in the 1970s with a ceramics workshop that, among other things,
produced ceramic murals for public and institutional spaces; a
printmaking workshop; and the piéce de résistance, a tapestry-
weaving workshop that opened in 1966. The artisanal complex
established by the couple gained momentum and thrived. From
1975 onward it was managed by Hamoud Alkara, Mambush's right-
hand man and ultimately his successor."

The weaving workshop at Ein Hod specialized in artistic
tapestries, a form of hand weaving on a loom that allows the
creation of complex patterns. In this technique, the weft threads are
tied on the surface of the warp threads, which remain hidden from
view at the end of the process. The craft has its roots in fifteenth-
century France, when a family of yarn dyers opened a workshop
for weaving tapestries. Their work became so much in demand
and found such acclaim that their name, Gobelin, has become
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synonymous with tapestries woven using this technique.

In the 1950s and 1960s, the artist Jean Lurcat (1892-1966)
taught tapestry making at the craft school in the village of
Aubusson, France. Lurcat is considered the reviver of the old craft,'?
and in 1962 founded the International Lausanne Tapestry Biennial in
Switzerland, which was held until 1995." The craft reached Israel as
well. In 1963, the director of the Tel Aviv Museum, Dr. Haim Gamzu,
curated two exhibitions at Dizengoff House that established the
medium’s status in Israel: an exhibition of tapestries from the
fourteenth century to the modern era,"* and one of tapestries
designed by Lur¢at himself. In 1966, the Israel Museum, Jerusalem
held an exhibition of tapestries that featured, alongside those by
Lurcat, pieces by Israeli artists.”® These exhibitions made a great
impression on entrepreneurs such as industrialist Ephraim llin, who
invited Lurcat and the artist George Goldstein (1932-2019), to teach
tapestry making in the Shezirei Nazareth workshops. After the 1967
War, Goldstein moved to Jerusalem and ran a tapestry-weaving
workshop at Hutzot Hayotzer.16

Mambush lived in Aubusson for a year with Margalit, and fell in
love with Lurcat’s tapestries.!” He thought that what could be done
in Aubussson could be done just as well in Ein Hod."® With the help
of a donation from the Montreal couple Eisenstadt, Mambush’s
vision was realized and a workshop for weaving artistic tapestries
was opened in Ein Hod—although Mambush later admitted that
at first he did not know “how complicated this business is.”™® First
he had to find someone knowledgeable who could teach the
technique. To that end, he invited Ninette Chupad,20 a Congo-born
weaver trained in Aubusson. At the workshop in Ein Hod, Chupad
trained a generation of local weavers in the traditional French
technique, and also produced works of her own, until 1978. At first,
weavers from the rural communities of the Carmel coastal region
attended the workshop, but from 1968 most of the workers were
women and girls from the Arab town of Daliyat al-Karmel. The first
was Amalia Sarig (then Talbi), who began working in the workshop
as a teenager in 1966 and, becoming ltche and Aviva Mambush’s
right-hand woman, remained with them until 1974. 2! The most
prominent was Farida Hassissy, who first arrived at the workshop as
a teenager in 1972, mastered the craft and trained the weavers who
came after her. At the height of the workshop's activity, some twenty
weavers worked there every day on about a dozen looms. 22

Weaving offers a unique amalgamation of design, crafts, and
art. Most of the tapestries woven at the workshop were based on
specially designated designs by artists, but some were based on
existing paintings. The creative process requires a transition from
the medium of painting to that of weaving, which requires mastery
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Eternal Spring: Mambush
Tapestry Workshop,
Ein Hod, 1966-1985

Curator: Zeela Kotler Hadari

Participants: Ovadia Alkara, Mordecai Ardon,
Jean (Hans) Arp, Yosl Bergner, Naftali Bezem,
Marcel Janco, Dani Karavan, Aviva Margalit,
Abraham Rattner, Anna Ticho, Shraga Weil

Artistic tapestries came back into vogue in the 1960s, in Israel
and around the world. “The latest fashion” did not elude the acute
senses of the artist Yitzhak (Itche) Mambush,' who during those
years—along with his wife Aviva Margalit-Mambush and the artist
Marcel Janco— was busy settling and developing the Ein Hod
artists’ village (established in 1953).

In accordance with Janco’s vision, carried out by Mambush,
the first decades in Ein Hod were characterized by the creation
of a place fit for the flourishing of the “artist-artisan,” as they
called it,2 combining fine art and crafts. Their aspiration was to
establish a national foundation and roots for the young Israeli
art world, similar to the vision of Boris Schatz, who had founded
the Department of Carpet Weaving at the Bezalel School of Arts
and Crafts—the crowning glory of the fledgling Zionist artistic
enterprise in Palestine at the start of the twentieth century.3 Janco
and Mambush strove to assimilate art into daily life and put artists’
livelihood on a firmer footing by producing artistic products for sale
and establishing a center for visitors who would contribute to the
development of the village.

Accordingly, the Mambushes founded a tapestry-weaving
workshop in Ein Hod based on the works of Israel’s leading artists,
a project that was to become their lifework. Many of the tapestries
depicted Jewish biblical themes, motifs, and symbols, such as the
Menorah, Moses’ Tablets, Noah's Ark, or Mount Sinai. Some of the
tapestries were in an abstract style of the period, others depicted
the country’s landscapes. In their technique and iconography, the
local (Israeli) and the universal were intertwined. The tapestries were
suffused with color and vitality, reflecting an impressive colorful
audacity, which remains intact even sixty years later. Some feature

a unique technique of blocks combining several hues of color,
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Mambush Workshop, Ein
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Museum, 2022).
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“Farewell to ltche
Mambush, the Last
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resulting in complex textures. A handful offered monochromatic
and minor-key drawings, in shades of black and white.

The tapestries woven at the Mambush Tapestry Workshop in
Ein Hod enriched the artists’ bodies of work and were displayed
in solo and group exhibitions dedicated to tapestries in Israel,
including at the Artists’ House in Jerusalem (1968)4 and Heichal
HaTarbut in Tel Aviv (1980).5 In 1976, an exhibition of Janco
tapestries woven at the Mambush workshop was presented at the
Wilfrid Israel Museum (curated by Gabriel Maanit), and in 2022
a comprehensive exhibition of Janco tapestries was held at the
Janco-Dada Museum (curated by Shulamit Weinstein Israel).6 The
press covered the unique creative project, in which many local
artists participated, including Mordecai Ardon,” 39 Shraga Weil,” 39
Anna Ticho, and Naftali Bezem.” 38 | addition, Mambush and
Janco invited artists from around the world, including the Dada
artist Jean Arp, who created a series of tapestries called Woman
(1960s); the American painter Abraham Rattner, whose tapestry
woven in the workshop in the 1970s is included in the collection
of the Metropolitan Museum in New York; and the American artist
Richard Callner, whose experiences from the workshop in 1970 are
documented in a short film on view in the current exhibition at the
Herzliya Museum of Contemporary Art.

The uniqueness of the exhibition lies in its primacy. The
Mambush tapestry collection is on display after many years
of being hidden from view, alongside historical items from
the weaving workshop. The renewed exposure of the special
enterprise, in a museum setting, seeks to focus on a chapter that
has received little attention in its own right until now, and has been
regarded hitherto only a kind of footnote to the artists’ work. The
exhibition reexamines a brief but important historical chapter
in Israeli art and culture, in which crafts, textile design, and art
were inextricably bound together—in a fascinating manner and
as an artistic outlook—out of a sense of Zionist mission and in
collaboration with the finest artists in Israel and others from around
the world.

The title of the exhibition is taken from Mambush’s words in
an interview that was shelved and published only after his death,
in which he describes his love for Israel: “Living in Israel is a great
privilege. In Odessa it is completely frozen in winter, and here winter
is eternal spring. Is there another place as beautiful, with such a
view, as our Ein Hod?"’
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of Fatima Abu Roomi,”
accompanying text to the
exhibition The Heft of Its
Weight, Balgees Gallery,
Nazareth, 2023.

gender questions (particularly about the restrictions imposed on
married women) and mark a transition from grappling with the
father figure to focusing on the mother figure. The mother’s hair,
which she cut in the artist’s presence, was used as material in
her first works on this topic. Hair appears in Abu Roomi’s work
both as painted image and as material—in strands or in braids, as
embroidered or sewn thread. The work Carpet (Stitch by Stitch)
(2024), which is made of female hair, was created in collaboration
with women whom the artist invited to weave with her. Like the
paintings in the exhibition, this work is informed by powerful
feminine expression that reappropriates that which was taken away,
hidden, and covered.

In the exhibitions Weight (2022) and The Heft of Its Weight
(2023), the domestic space with its rugs and ornamental objects
began to serve Abu Roomi as an alternative form of self-portraiture.
The paintings she created for the current exhibition depict her
lying under a rug or rolled up in it. Thus, the body is present to its
full extent but in a horizontal and very intimate position, with the
rug serving as a home, shelter, or “second skin.” “Carpets, with
their many folds and weaves of thousands of seams and knots,
bear many meanings,” explains Manar Zuabi. “They adorn the
houses and dwell in the hearts of the inhabitants, shaping their
consciousness, taste, and memory. The carpets bear the burden
of life, with all the dust and the inhabitants of the house and their
guests. Embedded in their fibers and threads are events and
whispers, yells and giggles of time spent together on rainy winter
nights.”* Zuabi’s words relate not only to what is seen in Abu
Roomi’s meticulous paintings—which are produced freehand, with
thin brushwork and a severe and Sisyphean work discipline—but
also to what lies beyond: what is glimpsed in the consciousness
of the artist and of the viewers, tapping into their cultural memory
and their own positioning on the timeline of the conflicted history
of this country. Abu Roomi, who is “close to herself,” has opened
a dialogue portal for anyone willing to discover the threads that
bind together her preoccupation with self-portraiture and textile
imagery, inviting a contemplation of identity and memory.
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Fatima Abu Roomi:
Close to Herself

Curator: Yael Guilat

“[T]his technique in the art of living ... does not turn away
from the external world; on the contrary, it clings to the
objects belonging to that world and obtains happiness
from an emotional relationship to them. Nor is it content
to aim at an avoidance of unpleasure—a goal, as we might
call it, of weary resignation; it passes this by without
heed and holds fast to the original passionate striving for
a positive fulfilment of happiness.”

— Sigmund Freud1

In a series of paintings from recent years, Fatima Abu Roomi has
depicted herself carrying rugs and fabrics or standing in front of
them, some extending across the canvas, others rolled up like
the columns of a temple or as unbearable baggage on her back
(Untitled, 2024). Her gaze is withdrawn and focused; rather than
avoidance of displeasure, as Freud puts it in the motto to this text,
it holds fast to a striving for a positive fulfilment of happiness.
Receding into the painting, the artist’s gaze is enlisted to conduct
a painterly practice that blurs the clear-cut distinction between
image and background, a common motif in Abu Roomi’s early
paintings (such as Self-Portrait and Blue and White, both 2010).
Moreover, at times the carpet or fabric serves as a substitute for
her own image, as a kind of self-portrait harboring the traces of a
private and a collective biography—a self-portrait that reflects the
conditions and materials from which life is woven, in private and
in public, in the domestic and social spheres (Venus Palestine,
2017).>- 4

The exhibition Close to Herself presents Abu Roomi’s
recurring preoccupation with self-portraiture over two decades as
an evolving theme, in which the fabrics and textiles that envelop
and cover the protagonist, or are placed next to her, play a key role.
The juxtaposition of these works, produced over the years, invites
us to observe, experience, and think about the artistic moves—in
terms of both style and content—that collectively have contributed
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2 The notion of the male
gaze was conceptualized
by Laura Mulvey in “Visual
Pleasure and Narrative
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3 Fatima Abu Roomi,
“Locks and Braids,” Fatima
Abu Roomi, exhibition cat.
(Umm el-Fahem: Umm
el-Fahem Art Gallery, 2017),
pp. 63-70.

to Abu Roomi’s image as a groundbreaking artist. The spectacular
beauty of her works is part of the representation of the complexity
of her life as a Palestinian woman in Israel, while at the same time

revealing the power of resistance that bears the stamp of love.

The title of the exhibition is a reference to the Talmudic
maxim, “A person is close to themselves” (Babylonian Talmud,
Tractate Sanhedrin, 9b). According to the accepted interpretation,
a person’s testimony about themselves should be disregarded,
because they are akin to being their own close relative, and
therefore should not be convicted for self-incriminating testimony.
The adage may be understood either in the narrow legal sense
of discounting self-incriminating testimony, or as the Sages’
recognition of the sphere of action of the “self” which, as an
involved actor with a given position, may exceed its limits,
transcend, imagine, and challenge existing constructs in a bid
to cling to and hold on to their own “truth,” despite the potential
cost. Therefore, their testimony is not perceived in dichotomous
terms of being true or false, but rather as “inadmissible in law,” or
not belonging to the legal sphere. It is a recognition of the value of
subjectivity, the value of positioning the self in relation to oneself
and to others, in public or in artistic discourse. Similar awareness
of self-positioning plays a central role in feminist thought and
practice, which expands the notion of the gaze and what it
establishes.? Figuratively, the title of the exhibition retraces the
dialectical process by which Abu Roomi’s works attest to her life,
in the first person. Being “close to herself,” she chooses to stage
her testimony to represent the socio-political-gender reality lying
behind the veil of reality that is perceived as fact.

In the series Self-Portrait with a Handkerchief (2010), the
handkerchief changes place and role in each of the self-portraits,
in which the image of Abu Roomi is both gazing and gazed at. Later
self-portraits suggest active action on the part of the artist, which
is minor but meaningful: In the series Fatima (2020),” ?° she gazes
at her dress, embroidered in the pattern associated with a given
Palestinian city or region. This is a position that is independent of
the viewer’s gaze, and even invalidates their judgment or ability to
reject her testimony. In these works, her self-portrait serves as a
treasure trove of identity and feminine activity that spans between
the private and the public. Her delicate drawings that present a
cyclical perception of memory and erasure are part of the same
notion. In the series Venus Palestine, Abu Roomi places the portrait
of her face or her body—in full, partially, or indirectly—in front of the
rugs and heavy fabrics. Transparent fabrics are also present in her
paintings, either in reference to the issue of the hijab (Self-Portrait,
2011) or in other ways, such as works focusing on hair,® which raise
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Ran Shechori (ed.), Dora
Gad: The Israeli Presence
in Interior Design (Tel
Aviv: Tel Aviv Museum of
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the “button and flower” image (Names 25: 31-33), a Kabbalistic
image of the “Tree of Life,” fruits of the Seven Species, and a
shofar (or perhaps a mythological cornucopia), all designed in her
inimitable style.

In the fabrics she designed for Maskit, Shimshi developed
a tile-like composition of relatively small images as a way of
producing a repetitive pattern. This allowed buyers to purchase
entire sheets or individual sections, to suit their needs and budget.
Thanks to their rapid printing and versatile pricing model, Maskit
fabrics became widely adopted and the firm itself became a
household name. The rich array of images in these textiles helped
position Maskit at the heart of Israeli culture with the tripartite
myth of ancient Hebrew presence, Jewish tradition, and modernist
universalism.

From the mid-1960s onward, Shimshi designed fabrics and
tapestries for hotels, in collaboration with various architects,
including Dora Gad, Arthur Goldreich, Abba Elhanani, and others.
The printed patterns grew in size, often to suit the specific
dimensions of a given picture-frame or table. Shimshi’s textile
design for these hotels bore her trademark style, in monumental
dimensions and saturated colors. These designs—Ilike her work
with Rozi Ben Yosef for Rikma or for Mekori companies—revealed a
notable change in her design language, in that the images became
more stylized. Printed images on canvas were a cheaper alternative
to tapestries or commissioning an artist’s work, and so became
prevalent in Israel’s public sphere at the time. However, textiles are
also the medium most likely to wear out, be changed or replaced,
as Shimshi herself later admitted, in hindsight.2

Shimshi’s printed fabrics, the decorative murals she produced
with painted ceramic tiles, and her ceramic sculptures share
a geometric grid and a similar repertoire of images, headed
by flowers. Tile murals abounded in the design of Israeli public
buildings from the 1960s to the 1980s. Shimshi’s included murals at
the Shalom department store in Tel Aviv (1965), the El Al terminal in
New York (1970), and the Sharon Hotel in Herzliya (1972).

In parallel with her textile designs, Shimshi also created
ceramic sculptures. The fascinating body of work she produced in
this field is highly distinctive. In it, clay turned sensual and symbolic,
provocative yet soberminded. The ceramic vessels she created
recall ancient figurines and a primal connection to the earth. They
eschew function and perfect finish, in favor of a tension between
containment, preservation, and growth on the one hand, and
withering, decay, and interment on the other.

Textiles and ceramics both fall between disciplines

and cultural categories, and between the archaic and the

3 Hedda Boshes, “The
Little Stories of Siona

Shimshi,” probably Haaretz,

1965, newspaper clipping
in the Siona Shimshi and
Jachin Hirsch Archive at
the Ziffer House Archive:
Documentation and
Research Center of Israeli
Visual Art, Faculty of the
Arts, Tel Aviv University.
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contemporary. Similarly, Shimshi’s work flits between fields, and
her studious avoidance of perfection precludes her designation
as a craftsperson. Shimshi did not differentiate between applied
art and fine art, and shifted freely between fabric and clay. As she

herself attested, her ideas roam between disciplines.3 Indeed,

motifs such as blossoms and fertility are equally present in her clay
pieces and fabric designs. A soft-rayed sun features in her batik
works and ceramic tiles. Shimshi’s sources lie both in the local

and in the universal, and range—in whatever she produced—from
the ancient Hebrew and Jewish past to diverse influences such

as tribal societies, folk crafts, Flower Children culture, Pop Art,

and the psychedelic style. Her work spurs the need for mythical,
imaginative, and turbulent sensuality of color, form, and material,
while at the same time reflecting a pragmatic astuteness—all with
unbounded creativity.
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Siona Shimshi:
Textile Patterns
in Her Own Hand

Curator: Yuval Etzioni

This exhibition is centered on printed fabrics designed by Siona
Shimshi (1939-2018, Israel), a multidisciplinary artist known
primarily for her work as a ceramic sculptor, designer, curator,
and writer. Besides the fabrics that she designed between 1963
and 1984, the exhibition also presents archival materials such
as sketches, drawings, and ceramic pieces that provide a visual
glimpse into Shimshi’s unique artistic language.

The initial encounter with Shimshi’s printed fabrics is a
sensual visual experience. This is the first time that they are
being presented in their own right, allowing the viewer to become
acquainted with their unique nature. An iconographic comparison
between the fabrics and archival materials of Shimshi’s work and
her sculptures reveals a holistic, multidisciplinary output full of
recurring themes and patterns. Her characteristic bold contour
line and vibrant use of color and texture link together tradition with
innovation, ancient motifs with the Zeitgeist of her time, locality with
a broad universal perspective. In all her output, including her textile
works, Shimshi offers vibrant archetypal images anchored in a rich
and fascinating cultural repository.

Shimshi was born in Tel Aviv, and lived there most of her life.
She engaged in textile design, painting, ceramic sculpture, jewelry-
making, digital work, teaching, curation, writing, and much more.
From 1956 to 1959 she studied art at the Avni Institute in Tel Aviy,
and in 1959 moved to New York, where she studied ceramics and
worked in textile design, including ceremonial ark-curtains for
synagogues. After returning to Israel in 1963, she worked at Maskit
as a printed-fabric designer and production coordinator. She also
designed textiles for other textile companies, such as the weaving
factory Etun and the designer Roji Ben Yosef’s Rikma. Many of her
works, such as tapestries and murals, were on display in public
spaces. From 1979 to 1988, she headed the Department of Ceramic
Design at the Bezalel Academy of Arts and Design, Jerusalem.
From the 1980s onward, she was also engaged in research and
writing about art and culture in newspapers and periodicals, and
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was generally active in the Israeli art scene. Over the years, Shimshi
curated dozens of exhibitions, won awards and accolades, and
took part in countless exhibitions. This is her first solo exhibition
since she passed away in 2018, at the age of 79.

After the early 1960s, Shimshi created painted fabrics in the
batik technique, which she mastered during her studies in the
United States, whereby images are printed or painted on canvas.
The brushstrokes, batik stains and imprinted rough-textured
images highlight the texture of the raw fabric they are imprinted on.
These early works already feature the repertoire of images typical
of her work until the late 1980s: human figures, animals, fruit-
laden vessels, blossoms, structures, and symbolic landscapes.
These canvases also demonstrate the density of images that
characterized her subsequent work—yet here they still float and
hover, without repetition or hierarchy, between heaven and earth.
Her fabrics bear influences both from Hellenistic pottery and
from the Flower Children’s culture she had been introduced to in
the US. From the 1970s onward these include, repeatedly, floral,
ornamental, and geometric patterns redolent of the Pop Art and
psychedelic styles. They also bear various other themes—such as
stamping of African woodprints, and figures of voluptuous women
and winged angels—that are clearly inspired by ancient sources,
such as cave paintings, mosaics, and mythological archetypes.

Upon her return to Israel in 1963, Shamshi joined Maskit
as the leading designer of its printed fabrics. Maskit was a
government company that produced and sold craft objects. It was
established in 1954, founded and led by Ruth Dayan, with the aim
of providing a livelihood for new immigrants. Many of the products
were based on the knowledge and tradition these immigrants
brought from North African countries, and they were designed
in a modern style by designers trained in Western institutions—a
combination that sought to create a new and authentic local
material culture. In the early 1960s, printed fabrics, which cost
less to produce than Maskit’s hand-woven or -embroidered ones,
were added to its products. The fabrics were designed by Israeli
natives and new immigrants trained in Western institutions. They
were printed in limited editions (about a thousand meters per
pattern) in workshops and factories established with government
support in developing towns or in peripheral areas.! Shimshi was
proficient in manufacturing techniques and technologies, and
as lead designer of the fabrics played a key role in defining the
brand’s design language. Her early designs for Maskit show the
influence of archaic images from ancient cultures such as Egypt
and the Mediterranean. To these universal archetypes, she added
images drawn from local archaeology and Jewish motifs, such as
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Yehudit Katz, from
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her mastery of the traditional tapestry technique, which she uses
to create large-scale figurative works, featuring fantastical quasi-
human figures as well as figures expressing an existential yearning
for human connection.

In 1969, Bezalel's Weaving Department shut down, and a
Textile Department opened at the Shenkar College of Engineering,
Design and Art in Ramat Gan. Warshavsky taught weaving at the
department from its inception, alongside Yehudit Katz, who had
studied under Kaiser at Bezalel. Alongside her work as a designer
for industrial textile companies, since the 1980s Katz has explored
the potential of three-dimensional weaving through a multi-layered
weaving technique that produces visual illusions and volumetric
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dynamism. The interrelations between applied and artistic weaving
is also reflected in the work of Gali Cnaani—a former student of
Warshavsky’s and currently a senior lecturer in weaving at Shenkar.
Architectural projects designed by Cnaani—such as woven wall
cladding at the new building of the National Library of Israel

(2023), or modular “tiles” woven on a digital jacquard loom (Bi/

Tri, 2024)° ®—offer a contemporary interpretation of modernist
functionalism. Conversely, her Libraries series (2012-24) presents
weaving structures as pure aesthetic potential, stripping the actual
raw material—-books—of any functionality. Additional works featured
in the exhibition, by Roni Yeheskel, Kathie Halfin, Haim Hakimyan,
Tal Narkis, Tomer Laham, and Shir Ochayon, provide a range of
interpretations to the notion of contemporary weaving. Through this
intergenerational influence, the pedagogical tradition of weaving
based on rigorous technical training has been preserved. At the
same time, the expressive potential of the intersection of warp
and weft—“two groups of threads intersecting at a right angle”—
continues to be channeled by contemporary weavers to explore

themes such as immigration, gender, and the environment.
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in natural hues, Keiner also explored color combinations found

in nature, resulting in fabrics with delicate and harmonious color
gradations. In 1941, she established the Weaving Department

at the New Bezalel School of Arts and Crafts in Jerusalem.*

Her works were featured in many exhibitions in Israel, and in 1953
she was selected to design a curtain fabric for the United Nations
headquarters building in New York. From the 1950s onwards, she
contributed designs for leading American textile companies Isabel
Scott and Knoll Textiles.

The pedagogical outlook that prevailed at the at Bezalel's
Weaving Department, which Keiner headed until 1963, was based
on thorough technical training and a functionalist design agenda.
The question of whether or not the department’s style also
exemplified the simplicity associated with an Israeli style remains
an open one, since Keiner herself never spoke about creating a
local style and emphasized the Universalist aspect of her design
and pedagogical approach. From 1963 to 1969, the department
was led by Ruth Kaiser, a graduate of the Bauhaus Weaving
Workshop, who maintained the functionalist line but with a greater
emphasis on artistic training. Kaiser designed functional textiles for
workshops and textile companies in Israel and the United States.
From the 1960s onwards she produced mainly large wall hangings,
most of which were figurative depictions of the landscapes of
Jerusalem but also featured complex structural textures and fiber
combinations.

Although Keiner and Kaiser’s students did not easily
find a market for their work, some of them—including Neora
Warshavsky,* '3 % Ziva Amir, Hanna Rosen, Rachela Angel Hadar,
Rina Milon, and Yehudit KatzP? 4 56.58_continued to develop
structural weaving in Israel. Some worked on a home loom or at an
independent studio, others joined organizations such as Maskit or
the weaving workshop of the Israeli Association for the Blind, and
some found positions in textile companies. In addition to designing
utilitarian textiles, the Department’s graduates experimented with
new styles of artistic weaving that combined complex weaving
structures and freeform use of fibers as an abstract means of
expression. In the 1970s they, together with other textile artists, lay
the foundations for the development of Israeli fiber art, in dialogue
with new international trends. Early works by Rosen, Warshavsky,
and Katz feature open weaving in which the yarn takes on a
drawing-like quality, similar to that of the work of the American
weaver Lenore Tawney. Textile artist Sheila Hicks also had a major
impact on the Israeli scene, even before her solo exhibition at the
Israel Museum, Jerusalem in 1980, in which she also incorporated
textiles from local factories and workshops. The work Homage

60

5 For more on the
exhibition Works in Thread
and the development

of fiber art in Israel, see
Noga Bernstein, “Works in
Thread and the Emergence
of Israeli Fiber Art,” The
Journal of Modern Craft,
vol. 16, nos. 2-3 (2023), pp.
115-134, available at https:/
doi.org/10.1080/17496772.
2023.2264633 (accessed
Aug. 13, 2024).

to Sheila (1974) by the painter and weaver Nora Frenkel is a direct
tribute to Hicks’s weaving and looping method.

The new style of weaving that emerged in Israel in the 1970s
was characterized by a heightened attention to the interrelation
between the woven object and its surroundings. Works were
installed in a manner that revealed all sides of the object and
structural effects were enhanced through lighting, as evident in
works created by Hanna Rosen with her partner Shlomo Rosen,
exhibited at the Debel Gallery in Jerusalem in 1976. 59n 1975,
Izika Gaon (who had curated Hicks’s exhibition) curated the
exhibition Works in Thread: Works by Israeli Artists and Industrial
Objects at the Israel Museum, showcasing applied and non-
functional textiles side by side. The exhibition featured many
woven works—including wall hangings, three-dimensional works,
and fabrics for home and fashion—and challenged the widespread
separation of these fields, in a marked departure from the
prevailing approach in textile exhibitions in Europe and the United
States at the time.®

In 1964, the Israeli Designer Craftsmen Association was
founded in affiliation with the World Crafts Council, which
connected the textile community in Israel to developments in the
international arena and gave rise to international collaborations,
conferences, and exhibitions. The Association was headed for
many years by Neora Warshavsky, who, alongside her role as chief
weaver at Maskit, worked tirelessly to promote Israeli textile art.
Warshavsky’s longstanding career embodies the various aspects
of weaving and the interplay between applied and artistic weaving.
The fashion fabrics she designed for Maskit are clearly based
on Keiner's structuralist approach, as evident in their three-
dimensional structural patterns, yet are endowed with a vivid color
palette that is quite different from the monochromatic Bezalel style.
In addition, Warshavsky created several wall pieces that feature
delicate combinations of hand-painted linen, paper, and cotton
fiber, which express the sensual, poetic nature of the weaving
process.

In the 1980s and 1990s, the field of fiber art in Israel continued
to grow. Most of the artists working in textiles did so outside the
official and established art world. Weavers such as Varda Ben Tal,
Shula Litan, Yeshaayahu Ish Gabbai, Yael Gelles, ®” Sima Konson,
and Mirjam Bruck-Cohen® 12_some trained at art academies,
others self-taught—engaged both with exploration of the structural
qualities of weaving as an abstract means of expression and with
the pictorial possibilities of the medium as a way of addressing
biographical and political issues. Aleksandra (Sasha) Stoyanoy,
who immigrated to Israel from Ukraine in 1990, is distinguished by
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Structures: Weaving in
Israel, from Functionalism
to Fiber Art

Curator: Noga Bernstein

Participants: Ziva Amir, Rachela Angel Hadar,
Varda Ben Tal, Mirjam Bruck-Cohen, Gali Chaani,
Nora Frenkel, Yeshaayahu Ish Gabbai, Yael Gelles,
Haim Hakimyan, Kathie Halfin, Ruth Kaiser,
Yehudit Katz, Julia Keiner, Sima Konson,

Tomer Laham, Shula Litan, Rina Milon,

Tal Narkis, Shir Ochayon, Aleksandra (Sasha)
Stoyanov, Neora Warshavsky, Roni Yeheskel

"is how Julia

“Two groups of threads intersecting at a right angle,
Keiner, one of the pioneers of modernist weaving in Israel, defined
the craft of weaving. According to Keiner (in later years, Keiner
Forchheimer), the essence of woven textiles’ aesthetic expression
lies in the structure created by warp and weft by means of a loom.

Structures: Weaving in Israel, from Functionalism to Fiber
Art is the first comprehensive exhibition surveying the history of
weaving art and design in Israel. It spans several galleries at the
Herzliya Museum of Contemporary Art, and features works by 23
artists. The division into spaces intersects the historical with the
contemporary, and traces the interplay between functionality and
artistic expression. The exhibition examines intergenerational
relationships and affinities between teachers and students;
between transnational trends and local circumstances; between
design and art; and between abstract intra-mediumal introspection
and an engagement with biographical and political themes. This
exhibition is the product of long-term research, during which |
came to know the history of a community of weavers and their
families, who have preserved their creative heritage, as well as
the weaving artists who are active today and sustain that heritage.
The weaving style that developed in Israel as an offshoot of
early-twentieth century German modernism operates within the
traditional language of the medium while pushing the boundaries
of functionality and, at times, even of the loom itself.

Throughout history, weaving has been used both for practical
purposes—shelter, dress, and insulation—and as an aesthetic and
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artistic medium. In some textile cultures, such as in ancient Peru,
there was no distinction between practical and artistic weaving,
and clothing fabrics were also used as a means of communicating
messages through images and complex weaving patterns. In
Europe, two weaving traditions developed: utilitarian fabrics for
home and dress, featuring abstract patterns that extend from

one side of the fabric to the other; and tapestry weaving, used to
create large-scale tableaux designed by artists and produced in
traditional weaving workshops.

New perceptions of modernist weaving that developed in the
twentieth century sought to challenge the sharp division between
functionality and aesthetics, and between artist and craftsperson.
This approach emerged in the 1920s and 1930s in design
academies in Germany and the Scandinavian countries, most
famously in the Bauhaus Weaving Workshop lead by weaver Gunta
Stolzl. This new weaving approach was grounded in the notion of
Functionalism or Objectivity (Sachlichkeit)—namely, design that not
only serves a particular function, but is objectively derived from the
material and production process, be it a utilitarian fabric or a non-
functional object for aesthetic consumption. Functionalist weaving
rejects the pictorial nature of traditional tapestries, using diverse
weave structures as key means of expression, and is therefore also
called structural weaving.

Modernist weaving became a transnational phenomenon
following the migration of prominent weavers from Europe to the
United States due to the rise of fascism in the 1930s. They became
lecturers at major academies of design and art, and passed on the
structuralist approach to young practitioners, who linked it to the
experimental spirit of the 1960s and 1970s. As part of the Fiber Art
movement that emerged in those decades, the boundaries of the
medium and expressive potential of two- and three-dimensional
weaving expanded still further, and weaving became a sculptural
medium, in some instances produced off-loom through freeform
structuring of fibers.?

Weaving in Israel also partook in this transnational trend. Like
other styles of art and design that “migrated” with designers and
artists who left Germany in the 1930s, Julia Keiner and Ruth Kaiser
brought with them the tenets of German modernism in weaving.
Keiner had studied at the School of Art and Craft in Frankfurt,
and after immigrating to Palestine in 1936 opened a workshop in
Jerusalem, where she designed and produced textiles for interiors,
such as curtains, tablecloths, upholstery fabrics, and knotted
rugs.3 Her works were based on different kinds of warp-and-weft
interweaves, with emphasis on weave structures and the natural
properties of the fiber.” ' In addition to monochromatic fabrics
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punctuates and flows along with the regular stream of days and
parses it into abstract, repetitive units. The seasons of the year
are marked by weaving different wear for winter and summer, for
festive days and secular ones. Weaving marks out significant times
of life: dowry fabrics for marriage and shrouds for death. Thus,
weaving indicates and illustrates the patterns of human meaning
attributed to the yearly cycle—patterns that override the uniformity
of our days and their endless repetitiveness. As for the weaver
herself, her fabrics often tell the story of her life. The Homeric Greek
word for story, oime, Kass points out, originally signified a weave.
Thus, poets and other creators are like super-weavers: they pull
together threads of stories and weave plots from them that reflect
the unfolding of our lives. Therefore, in Homer’s epic weaving and
woven cloth represent the essence of the encounter between
culture and nature, between humanity and the cosmic order.
Moreover, weaving is a clear instance of nature submitting to the
artistic use of reason and rational order.

The present exhibitions seek to present an intensive
artistic and curatorial exploration of textiles as a medium. They
demonstrate the complex processes involved, through a diffusion
between design and artistic creation; transitions between
handicrafts and mechanical production; an overlap between
fine art and applied art; links between different historical periods
and materials; transitions between figurative and abstract; the
establishment and dismantling of traditions; the examination of
intermediumal issues alongside questions of identity, feminism,
gender, rootedness and foreignness; and the reflection of
ideological—at times utopian—notions of time and place. These
themes are examined in each and every one of the exhibitions, as

well as in the connections that arise between them.
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Textile-Art-Textile:
Perspectives on
Then and Now

Aya Lurie

The current group of exhibitions at the Herzliya Museum of
Contemporary Art consists of five shows that provide historical
and contemporary perspectives on textile and weaving in Israel
from the 1940s to the present. The exhibitions occupy the entire
Museum with works by 36 established and upcoming artists,
reflecting different angles of the medium. Two of the exhibitions
are comprehensive group shows. The exhibition Structures,
curated by Dr. Noga Bernstein, devoted to weaving in Israel,
examines the transitions from functionalism to fiber art. The
exhibition Eternal Spring, curated by Zeela Kotler Hadari, is
devoted to the tapestries produced at Itche Mambush’s workshop
in Ein Hod from 1966 to 1985 based on paintings by leading artists
of the period. The other three are solo exhibitions: Siona Shimshi’s
distinctive fabric patterns created from the 1960s to the 1980s,
in a show curated by Yuval Etzioni; Fatima Abu Roomi paintings,
who for years has focused on producing painstaking self-portraits
that incorporate textiles, carpets, and traditional embroidery, are
presented in a show curated by Prof. Yael Guilat. Her paintings
will be displayed alongside an ornamental tapestry made of
women’s hair, which she created in collaboration with a group of
women from Nazareth. Gur Inbar’s exhibition, curated by Galit
Gaon, comprises works in ceramics and textiles that combine
contemporary with historical aesthetics.

For over a decade, we have witnessed a resurgence of
exhibitions on the history of weaving, textile-making, and fiber
art in art museums and contemporary art biennales. In 2018, for
the first time ever, a retrospective exhibition of works by Anni
Albers (1899, Germany—1994, USA) was held at the Tate Modern
in London. Albers, a multidisciplinary textile artist, was not widely
known to the general public, as was the case for many of her
female colleagues who taught at the Bauhaus school of design
and architecture in Germany. This year, several exhibitions on the
subject have been held in the United States, including Weaving
Abstraction in Ancient and Modern Art at the Met in New York and
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Woven Histories: Textiles and Modern Abstraction at the National
Gallery of Art, Washington, DC. The present series of exhibitions at
the Herzliya Museum offers an opportunity to become acquainted
with works and practitioners in the field of textiles, fiber art, and
weaving in Israel.

While some artists (especially women) who worked in textiles
gained recognition already in the 1960s and 1970s, their works
were exhibited mainly as craft and design pieces, rather than fine
art. These included artists who were highly skilled in crafts and well-
versed in the secrets of the material and the history of the field,
such as Claire Zeisler (1903-1991, USA), Magdalena Abakanowicz
(1930-2017, Poland), and often also eminently conscious of gender
and social discourse, such as Sheila Hicks (b. 1934, USA). But
their recognition has been limited—and until recent years, when
their works were exhibited in the world’s leading art museums
following renewed interest in fiber art, none of them had entered
the canon of contemporary art. These artists, and many more,
have paved the way for recognition of generations of artists in their
disciplines and similar creative fields.! However, it seems that to
this day, a new perspective is needed that departs from the familiar
prevailing distinctions in the art world—between crafts, design,
and fine art; between textile makers and creators of works in which
textiles serve as a primary medium; between artists who have
been professionally or academically trained and self-taught ones;
between leading figures in the field or industry and those who have
been forgotten. In the past decade, the exhibition program at the
Herzliya Museum has striven to explore these issues, to unravel
definitions, to merge disciplines together, to re-examine familiar
and forgotten works from the Museum'’s collection in various ways
(such as Sima Konson's work in the current exhibition Structures),
and to create intergenerational juxtapositions that offer close
encounters with diverse artists—new, familiar, and forgotten, from
Israel and abroad—from contemporary interpretive perspectives.2

In her essay on Penelope, scholar Amy A. Kass (1940-2015)
discusses the importance of textile and weaving in Homer’s lliad.
As she sees it, these crafts serve in the work as a key metaphor of
human life and creativity:3 Homer, she argues, connects the craft
of spinning to the Fates (Moirai), who spin the threads of human
beings, allotting their portions or destinies. She demonstrates
how in Homer’s work man harnesses nature to engage in creative
endeavor, through which he shapes his culture: he produces
wool from sheep; dyes from plants and minerals; creates fibers
which he weaves (between warp and weft) into a structured fabric,
a patterned whole. In her view, weaving also marks human life,

giving time meaning and form: the daily, regular work of weaving



69 Warshavsky and Mirjam Bruck-Cohen who,

in addition to their works, have shared their
endless knowledge regarding the history
of weaving and textiles in Israel. Thanks
to Prof. Tamar EI-Or for accompanying
the research that led to the exhibition,
and to the Department of Sociology and
Anthropology at the Hebrew University of
Jerusalem, which provided the groundwork
for this research. Research for the
exhibition has received funding from the
European Union’s Horizon 2020 Research
and Innovation Program under the Marie
Sklodowska-Curie grant agreement
No. 895568.

For the group exhibition Eternal
Spring: Mambush Tapestry Workshop,
Ein Hod, 1966-1985, curated by Zeela
Kotler Hadari: Thanks to assistant curator
Yuval Keshet; Ariel Armoni, exhibition
designer extraordinaire; and producer
Sharon Schechter. Special thanks to Emda
Group and its chairs, Nurit Berman and
lka Abarbanel, for providing a curatorial
internship scholarship at the Museum.

Thanks to the lenders for their
welcome involvement: the estate of Yitzhak
(Itche) Mambush and Aviva Margalit, and
particularly Adv. Ziv Lotan, manager of
the estate; family of the late artist Aviva
Margalit, Shoshana Paglin and Orna Paglin;
family of the late artist Shraga Weil; family
of the late artist Dani Karavan; Orly Roter;
The Institution of the Presidency and head
of its art collection, Neta Cohen Haim;
Michal Schreiber of the Yad Yaari Research
and Documentation Center; Alon Stieglitz,
Tiroche Auction House; David Weil,
director of the Herzliya Studios; the late
Jerry A. Callner's family; and anonymous
lenders. Thanks to Nechama Levendel
for her assistance. Thanks to the Alkara
family, Amalia Sarig, and Cathy Raff for
their contributions to our research. Special
thanks to Farida Hassissy, expert weaver

at the Mambush Tapestry Workshop, for
lending us tools of the trade and sharing
her knowledge and memories.

For the solo exhibition Siona Shimshi:
Textile Patterns in Her Own Hand, curated
by Yuval Etzioni: Thanks to Noam Bar,
designer of the exhibition, also in charge
of its wonderfully professional production.
Thanks to Dr. Dafna Hirsch, daughter of
the late Siona Shimshi and Yachin Hirsch,
for lending works to the exhibition and
extending her cordial assistance. Thanks to
Shenkar College of Engineering, Design and
Art, Ramat Gan, for their generous support
of the exhibition. Special thanks to the
Rose Textile and Fashion Archive, Shenkar,
its director Tal Amit, and the entire staff;
the Ziffer House Archive: Documentation
and Research Center of Israeli Visual Arts,
Faculty of the Arts, Tel Aviv University,
and its director, Hila Cooper. Thanks to
architect Dafna Alexandroni and designer
Mali Nave for their generous, professional
accompaniment. Special thanks to Neta-
Ly Taub, registrar of design, Digital Archive
Project, National Library of Israel.

The solo exhibition Fatima Abu Roomi:
Close to Herself, curated by Yael Guilat,
is the recipient of the Lauren & Mitchell
Presser Contemporary Art Grant. Lauren
and Mitchell Presser’s generous support
of the museum has been most significant.
Thanks to all the generous lenders of
works to the exhibition: Rina Barnea;
Yoram Wakshlak; Meir Moshe; Ruthi
Furman; Matan Kanety; Ofer and Hagit
Shapira; Michal Rafael Kaduri and Dov
Kaduri; Gordon Gallery; and anonymous
lenders. Thanks go to Amon Yariv and
Gordon Gallery, and to Hadar Mutsafi
for her assistance. We are grateful to
Michal Ner David, who accompanied the
preparation of the exhibition. Thanks to
Shadi Jamil Habib Allah for directing and
editing the video Stitch by Stitch and to

68 Hadeel Nasser Kharma for the videography.

Thanks to mother Belkis, to all the project’s
participants, and to every woman who
contributed even a single strand of hair to
the creation of this work.

For the solo exhibition Gur Inbar: Yarn
of Clay, curated by Galit Gaon: Thanks to
assistant curator Tzafi Sivan Spivak; to Dan
Perez for the videography; and to Doron
Shulman for consultancy on the hanging of
the works.

Our heartfelt gratitude is extended to
all the Friends of the Museum, who support
our activities with great warmth and
commitment throughout the year. We are
thankful to Shoshi Alimagor, Chairperson of
the Fund for the Herzliya Museum; all the
Fund’s board members; Hagit Uzan Becher,
Friends of the Museum Manager; and Galia
Hendelman, the Friends coordinator.

We appreciate the superb
professionals who accompany the
Museum’s activities on a regular basis:
Einat Adi for editing the Hebrew texts
and translating them into English; Ruba
Simaan of Glocal Translations and Content
Resolutions for the Arabic translation, and
Salma Samara for the Arabic proofreading;
Kobi Franco for the graphic design; Hadas
Shapira, in charge of PR; and Yaniv Levi
and Yossi Cohen, in charge of the media
at the exhibitions. Thanks to the volunteers
who assist us with great dedication, Moshe
Wolanski, Miri Maoz, and Anat Schneider-
Sharan. Finally, deep gratitude goes to the
wonderful museum staff: Tammy Zilbert,
Noga Litman, Jasmine Ritter, Michal E.
Fernbach, Tammar Friedman, Avi Peretz,
Hilla Peled, Sharon Melamed Oron, and the
entire MUZA staff. Bless you all.

Dr. Aya Lurie

Director and Chief Curator
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For the group exhibition Structures:
Weaving in Israel, from Functionalism
to Fiber Art, curated by Noga Bernstein:
Thanks to Aya Armoni, assistant curator—
an internship on behalf of the curatorial
program at the Institute for Israeli Art at the
Academic College of Tel Aviv-Yafo. We are
grateful to Idit Amihai, head of the Institute
and director of the curatorial program, and
Dr. Osnat Zukerman Rechter, co-director of
the program. Our thanks and appreciation
to David Chaki for his professionalism as
designer and producer, and to the capable
mounting staff.

Thanks to all those who have kindly
agreed to lend works from their collections:
Gelles family; Hadar family; Litan family;
Milon family; Adina and Dan Amir; Kaiser
family; Josef Shnitzer; The Israel Museum,
Jerusalem, and in particular Rami Tareef,
Curator of Design and Architecture,

Sharon Tager, Head of Conservation, Yona
Dresner, Head of Textile Conservation,
and Tal Elispur, PMO, Shipping and Loans;
the Rose Textile and Fashion Archive,
Shenkar, and in particular Tal Granovsky
Amit, Director, and the entire staff; Werner
Braun Collection, Yad Izhak Ben-Zvi Photo

Archive, Jerusalem. Special thanks to Neora
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