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1. From Voyage/Burden, 1999, 16x52x15
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30x180x100 MY ,PY , NI ,NVNOD 1V ,MNY 10N ,1995 ,MWIN 11727 Nagn .2
2. Personal Memorial, 1995, black clay, terra sigillata, glass, wood, lead, 30x180x100

NN IR = VIR MNYTN SY mpn .non Sy
7V NNYTA N7NAN OXY .RYNRYDRY IR1E22 N
NYNRN NNYNI MUY NN DIva [ nNmTp N1
NYINNA2 AMPRY NPNVAIRY 1712 ¥ — YNl
JNVNNM TN ,JYRNnn nm

IR PIAN IR DX 1IN RYNI NDN NT
YOI RIN oI N4 310732 7100821 H922 2071 INPN
DOYNY NIV NA1PN DY IR ,10Na 710aa
OMN7INDINY DYNMVDN TIMNT IMNN NN
— 170 OM DM INA 7N 00, DMLY NNan
ZRIVTPIN AN S orna - ey 19a%)
7 12 IWPAN 1IN ARINING MR MNWN
INDNN 37T N2 172V 0T M 0 DY NN
DN NNMTY 72745 7N NAX NN SY NTWKRIN
IR = MMIPNRN MNP "mynwn 137
DA MYN 1M PN .OMI2TH INNANN 73 KD Y)Aaa
INNNN NNYTI AT KXY PR 7700 DI RIAN
NRDYIN NNYTIND 71T7 99NN Nrnna Y IR
1.0 yiamn nan N

NNWNA DPNYN WY MINNA 19717 YR NN
NDVNY ,(ARTTM ORIDPIR DNMNI,1972) 1D
D70 NN AMRINND DR VAV RN DR RV
,1978) MYININ ONAR NITD NN 70 NN 72THN
1XXANN NNMYNN NANY (202R770 10w 1)
DIND 2”7 — ANAN ANIPYNN M W VN NNAM
NTPNRNN = (D7W17 ,0NNIRN N ,1986) "nTwn Y
N2 M, V732 ORI 5592 0IRY NMARLNRI yYa
WA NN DY JTAIRY MPNAT :MN2annn 1N
AN .ANTNAN 1Y DYTIN DN MTTNNN T8 N2
(TINPY NN TN WY NINRY 19vn ,1996) vi9m
N%Y — MY MTINa 1NN NN 0Ynwn 1wy
INND VDN %, DM oY v .NYYm mmay
1N 071 — MDY DNYIMIN 01N ,ANI7 MNIN
RPN P A7INRN IYINN oY MNTn neYYy
NNA7 MIVN2 N NIMN MDD PDNRY INY MYN 1M
VP ANV N SR MY oMy
NN MYV MPN 7 NINN MTIAYN Papna
NNND 9782 7202 MR IZDYRY DMy NN

OYAN W AYHNN TINN DN DNNNR”
L7anN HN1vn anh N

TND 1IN MNIYN NM 7V NN MTAYH NN
172 MIMRNAN MY N2 1M 5 NYaY IR
DOYNYN INMAY NNYID TNRNA MY TP ne
127102V ,0M YW 1PN MNINKRD oYmwn JNKRY
I3 1M HW NNVA DY ANnn P82 MINnTRa Ny
IMNT T2V R2NNND ,DIXY 25N mamnpn 93N
NPNARN MR .NI7T DR N2WNRR NOY MONIDINN
IR — “OTRN NN IRVIY 727 W NnHY nnna
NMIRY 711 22 KON NXM 77 K2 — 07 opa
1MINA NAPYI N9 2N 1PN MAa%2 0NN
WA12IN

N7 M0 ININN L1962 RN TN 172V MY 0
XN 07NN TN PORY 1IN NI YINAN
nMpPN?  NYnann APN o Nmaya naTmnm
'R — 1NN PNINNY N2 RN ON O UDYNIVIN
1N PR MXN 7Y 1Y 1NN MM T
ANV ONMIR MMM M M7V NMMPAR MNTNNI

TNV 121 RIN.0"NWA 2V DX 00K INnnn
"IAN ,INNN NN .OMNN N NON YN VIND N2
1Y MPannn 1N .Mmyna nnn ns jn masm
INRYWI NN MLMD ,MOLMYT MLIYI Y 712N
NV 72PN NN .DNNOVRYY 1RXY %Y mhym
NYNN 17012 ,00a K7 AN NYa pnr,oan YUK
17 M2 NP NN N91Ya Mar "IN MTIvn
MY N 7MY NN YDDDIRD DN D)
DTN N IWARM




M2YIan ,MAan MTIN Y15 12NN NNKR D8N
AV L, 7RYR i Sy ey mviaa
DMTI) TNND 2007723 9IRIPAIN,MNA DIND
VIVY? 511 N 1IN opan) pon-oavinn ,(onNIm
DYMNY — MDDINNYN ,pMITMULR (10NN
772M VAN NN oPADON

MYIY MR QPN MYN 1M SY D100 MY
MM NMNARVLA MWV NTDN .OPNMNMDN DYYINANI
MNTIR DY NP NMMY YN MITNN 0IND
MY2INT DN PR YN THInn movsvnm
NAXYNNN 21000 NYIND MM 5w RN NN
VY R2 NN LDTIND MDAR2 119NN NonY
MY — DMVIWNM ,MI2 DNANK OPR DYIaNnN
DVNPN — DWPIAX OPOD N2 MYPR IR 5
N2 PRY 1AND 0NN IN NN 07T DR OYYpan
LNNN MNNN 98 MM Yo I — NN 0N
MNA2 NTIXN — IMNNN RYRY MnTp 912 M
DVIYM D'WWIAN NN N0 mIpy »iom

D 232 WY DD MY NYNNTNID
VNN PAN MIAN — IMPID7 “RYnNYDR”a moan
mapy Y7772 1aNnnY NYpann nmap Nn pyn
0NN N0 5 1272 MYInn YN M S
70 DY .NOM NMVRN NDRNN 7213 7Y Mopn
NMLR N SV ,MIPN VX 1R NINR NPD
NXNPAN — IMDM TMYN H172 wIan NNN DA
mapy .NpvnY oYy MmN SY NYT3 1723 pnwy
NXNNPANL NYNAN VI TR 171030 NVINN
MaYRm NYMmn 7Y oMman TTRN Monn
N2 DYMa%N

50x60x45 02 101, MXnn ,0IR 1N ,1974-76 'V .3
3. Nucleus, 1974-76, red clay, oxides, dry glaze, 50x60x45
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4. Boats, 1994, black clay, terra sigillata, 500x400x240

MNA 771NN MMNN MY 2V Napn nxap
DIAXPNI 07N DY XN MNT2 ,HMm
DY278M NIND .0 NN NPT DIVARNDD DM
Svn S8 NMIN 0MNNn NAYDN aYY Yy oYvann
JNNNNN DY ANYPA pavn O8 NV2AR DY nvnn
MDD Y MMINMNN NDRNA 01PN 0MNNAn
NNINNNNY 7N DR MDNN 7770 YR 2IRYS DmMIKRN1
PN YN WA NINR 171D S AW A% nXInn
W17 NINK — DMAR MNT D217 DIRIANIN NINY
DNANA N7TD2 ATAY Y13 720 IRNY NN
1974-76™

VLIVR  NPVDR-NPYIZY N M0 SV yapn
YAV 7V DDA YR — 0oV 1710 1109w 23
(Npma nYvon nMo)) 172 IR (wn amn)
NI DX 7172 2 %Y Nanm NNk amopHy
MINRD NOYYYYM — N7 AnTR 12 Nanna
JIPAIN N7V"MD D) »Y.0AXI0 DY W mMnnn
TTINN VIYN TWRI 12200 YR NNAY TNRD 1TINY
TOVTNTD IR NAYP IR M5 MnYNa 9N
D) YN .QNN O Danmiw nanv AMNND RIN
1IN0 PYN DITIP MNT YIAnY  mmna mow
19VN DONNN NAXR-PIANY MDY — \NNnna
DMLIAN QN 127702 M1PNNN TVIVI IR YR TNY3

mPD SY NITD MINa nvya N2
22PNNN YLDNDIANN OPINA PPN — NMpay
DMLY MPIAX 177N ,27910 YaxX HS» mnninn
717, 21M0 MR YW MTIa MYINIA 200 0NN
JIDRI,MIVNAN MNINKRD 27 20X MnD oy
D277 T2 Y MM




250 'Y (1998 , 721 OY :22aN"5n) @van aNaorn |

:ANON) 1996-1988 ,V17M 20PN M VY OPTMaN 2
7'1Y (1996 ,MINKRY MRMNN 0IMAa

ORIV NINRA 170N VIR Y NMMPKRT NPpD 3
VINYRI IR 412 V72D R 1NXY N ARMMNPIR KW
1290Y — 01 9Nan Ny nwn — oMK Y anoyn M
DMWY 6071 MY PXNR T 5070 MY ND2 M0 X7
YN DYNVAN OMINIA N71DN VN DR 12DV
DTN YN 1T YA MY .DPTAN YR DR DORY
QT IN) AWN 50 DN ] VN VDIYNMI DA
Y210 YN NN N O L[(1967 ,99D0 DY :2AR7N)
118 N2IDRN YVDHYRINIDN DPYRINN PAVINY MDA
NIN9Y  MNIN D0, 001 MID 013 Hna) 1]
,1TDR :ARZN) QINAY DT MMIN NN N3 ,NINDD
[(1972

2N 17D MYN 1M HY INMTAYA MN NDn 0m 4
MNRINN PYI 12 wRvnn R7IR 12M 7Y 1INMaya nan

ANENN VP MY 0TI ] YMAX NNZWNRY 7Y Imna
1989 19INA"IND ,INNAND NIMINDIIN NONIID NONIWN
SDAN MNRY 02T D) LLXY? IR ATIWPNA (11 1Y
TINNARY 9NN PNMNAINNIYN N7VPA 1PN NPaN
INDIDA TNXRD DMNYAY 'Y NINVXN DANN NNYIYRY
LDP T AR 7] “Rrpn NYYa oYy TINNNY 17 Myn
JIMNRY WYX PRMNI NN MATNDA And npax
[(1990

Klaus Bubmann, Kasper Konig, Florian Matzner, >
Contemporary Sculpture: Projects in Miinster,
1997 (Gerd Hatje Verlag, 1997)
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5. From Voyage/Burden, 1996, 18x80x15.5
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abstraction, to new materials, to up-to-date
techniques. They use the material that is closest
to them to create a dialogue which stems
directly from within themselves.

Nora and Naomi are the kind of artists who
constantly return to a single theme, to a
particular state of mind, and develop it into
a wholeness — a rare species of artists who
are not swept along in the wake of the frequent
changes that have characterized the art of the
20th century. In this they resemble artists such
as Maud Friedland, Zvi Lachman (who
perseveringly sculpts bronze heads with a
rough, coarse texture) and to a certain extent
also Micha Ullman, all of whom create with
permanent and traditional materials, on various
levels of abstraction — and architects such as
Zvi Hecker, who strictly preserves the organic
sources of his works and, as much as possible,
makes use of materials from the immediate
vicinity and of traditional and manual
technologies (in the spirit of Antoni Gaudi).
As a consequence of their adherence to their
own 1inner truth, to their i1mmediate
surroundings, to the material, to a theme that
1s close to them, their oeuvre has been pushed
to the margins of the central discourse.

Maud Friedland — ceramic artist, sculptor and
former director of the Ceramics Department at
the Bezalel Academy of Art and Design,
Jerusalem — conducted an adventurous and
ongoing dialogue in her work with the sculptural
object and the space around it. The object or
the vessel — generally a pot made of clay —

served her as a laboratory for the examination
of various expressions of volume and texture.
Her focused work won her much appreciation
among a handful of colleagues, but to this day
has not been adequately documented.
Similar work processes characterized the
oeuvre of the Catalonian architect Antoni
Gaudi (1852-1926). Gaudi lived in a period
of a breaking away from the past and of a
revolutionary search for new truths. The
architects around him all fell into line with
geometry and function, and abandoned
traditional materials that did not suit the spirit
of industry and technology. But Gaudi
preferred the neo-Gothic surroundings and
local currents which drew their inspiration
from the Moorish architecture and from the
revival of the organic approach in the late 19th
century, in currents such as Art Nouveau.
Gaudi — who chose earth materials like clay
and stone integrated with decorative ceramics
— was a conspicuous outsider in the landscape
of the International Style which was dominant
during the first half of the twentieth century.
Nora and Naomi do not seek to smash myths
from the past; rather, they want to flow with
them. To them, myth is equal in value to any
other conventional language — a medium of
communications, a bridge between inside and
outside, an iconography that engenders an
iconology. Their work in clay, like life, flows
from one action to the one that follows it; it
transpires, open to its surroundings, even though
it is painfully conscious of its own insignificance.

I Haim Be’er, Ropes (Tel Aviv: Am Oved, 1998),
p. 250.

2 Sophia Dekel, ed., Nora and Naomi: Escape 1988-
1996 (exh. cat., Tel Aviv: The Forum of Art
Museums, 1996) Heb., p: 7; Eng, p. 36.

3 An initial survey of the motif of the boat in Israeli
art, as an iconographic subject in its own right rather
than as an element in a landscape or as a formal
element, finds that two artists — Moshe Gat and
Naftali Bezem — did many paintings of boats in
the late fifties and through to the mid-sixties. They
both incorporated the boat motif in naive and
optimistic depictions which were characteristic of
the early years of the State of Israel. Gat treated
fishing and the life of the fishermen in a poetic
realistic style — see Miriam Tal, Moshe Gat:
Fishermen (Tel Aviv: Am Hasefer, 1967) — and
Bezem depicted the life of the immigrants in a style
influenced by Socialist Realism and by the School
of Paris — see Naftali Bezem: Boats, Immigrants,
Parents, Cabinets, Tables and Chairs, The
Benediction over Candles, Lions and Fishes, Plants
(Tel Aviv: Massada, 1972).

4 The motif of the boat recurs in the works of Nora
and Naomi as the motif of the house does in the
works of Micha Ullman, who employs it as a kind
of realization in material of “the illusion of
stability” — see Mordechai Omer, The Israeli Exhibit
at the International Biennial of Art, Sdo Paulo 1989,
p. 1. In this context, it is also worth quoting from
the text by the sculptor Zvi Lachman in the
catalogue of his exhibition at the Herzliya Museum
of Art: “The illusion of the bodies sometimes seems
to me like a psychological need which helps us to
grapple with the problem of existence” — see Yoav
Dagon, Zvi Lachman: Sculpture/Figure (Herzliya:
Herzliya Museum of Art, 1990).

5 Klaus Bubmann, Kasper Konig, Florian Matzner,
Contemporary Sculpture: Projects in Miinster, 1997
(Gerd Hatje Verlag, 1997).

6 Dekel, see n. 2 above, Heb., p. 8; Eng., p. 38.

7 Sculpture in Clay (Tel Aviv: Omanut La’am and
Sabinsky Press, 1978).
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such as steps, sails and oars.

In “Voyage/Burden”, the window-boat and
the ladder-boat which appeared in the Boats
installation become a sarcophagus — a heavy
horizontal structure, a kind of burial cave which
wants to dig itself into the ground. The traces
of “architectural” drawing engraved in white
on a sealed boat lighten the weight of the dark,
opaque mass. A drawing of another boat
alludes to cave painting, and stretched above
another opaque boat there is a rusty and barred
iron sail — a found object which in the past
had served as the door of a wood-burning oven.
The traces of the pale engraving together with
the rusty found object hint at a cyclicality and
a continuity captured in the material.

Another group of sealed boats leaves escape-
openings in the form of tiny slits, some of them
arranged in ordered rhythms, which allow
daylight to penetrate into them. The light and
the shadows that fall on the “boards™ of the
decks bring us back to Plato’s simile of the
cave, to the doubt about the existence of reality.
The apertures that open up in the monochrome
mass of the boats threaten to suck into the
covered void whatever tarries outside it. The
deck of another boat breaks open in a kind of
slit from which pea-shaped components
emerge — an allusion to the feminine and the
sexual which was already seen in Nucleus, a
work in the series of stones from 1974-76.

A grouping of moon-boats, trio by trio,
sketch a wheel which seems to gradually
vanish — a kind of microcosm of nature (fired
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clay) or fiction (a gleaming and polished
glaze). One trio is positioned on narrow iron
stands and seems to be hovering between earth
and sky — and the other trios are laid directly
on the floor. There are also horizontal leaf-
boats, with one side open to the surroundings
while a pointed oar pierces their shell with
an invasive violence, or a skeleton-boat which
looks like a wrecked ship that has drifted to
the shore. There are also open boats, with an
axe-shaped sail stuck in their base like a sword
— and boats with a bird-sail waving over them
like a pillar of fire or a totem which pretends
to guide them to a safe haven.

Among these, conspicuous in its difference,
is a series of colored boats — some with an
impressionistic texture produced by smearings
of mixed paint, and some painted in well-
bounded planes, in separate strips of red, blue,
and green with spots of yellow and white. The
latter are surprising, naive, strange yet familiar.

The form is close to nature and brings to
mind ancient boats, primeval boats that were
built in a basic, austere manner, colored
Byzantine boats, carved Norman boats, on
various levels of abstraction. The organization
of the boats in the space creates sub-groups
which seem to converge around a common
rite: tent-boats, sarcophagus-boats, moon-
boats, bird-boats, chair-boats, Siamese boats,
leaf-boats, painted boats. The outcome is a
tribal or collective portrait which does not deny
the individual’s unique right to exist.

Whether it belongs here or not, a small sub-

group of small-scale chairs has been added
to the exhibition, hinting at yet another theme
which awaits its turn. In the chairs, as in the
boats, motifs familiar from Nora and Naomi’s
regular lexicon of images appear — the ladder,
the bird, the window — in a grafting that creates
a new point of view. The materials have not
changed. Clay predominates — and beside it
there are iron, wood, stainless-steel netting,
concrete, found objects.

Nora and Naomi are committed to the
ancient craft of modeling, to the direct contact
with the soft clay, which they knead by hand
until it becomes something else, something
solid, rounded and squashed. The actions of
firing and glazing fixate the kneaded form,
and affect the final outcome and especially
the texture and the color. The coloring ranges
black,
monochrome and hues of green, blue, red, and

between a melancholy, almost
yellow. For the first time in their oeuvre, the
color has a significant function which goes
beyond the “service of the form™.” The final
outcome cannot be foreseen, by the very nature
of the firing process, which preserves the
elements of surprise.
Nora and Naomi’s sculpture 1is not
proclamatory in its character; it gently
continues the heritage of the past and seeks
a contemporary partner for the experience of
harmony. In Nora and Naomi’s hands the
heritage of the past turns into a material, a
means with which to create something new.
to absolute

They are not committed




in practice this was not how things developed.
In Nora and Naomi’s work, therefore, the
motif of the boat takes on especial importance
as an image which constitutes a reflection of
their interiority, a substitute for a portrait, like
the most common image of a chair or a house.*

A similar situation exists in 20th-century
art in the world at large — at least that art which
1s documented in digital information banks.
The few texts that the computer came up with
on the theme of the boat in art discuss a very
small number of contemporary artists. At the
International Sculpture Project in Miinster, for
example, the boat motif appeared as a central
image in two installations by American artists.
The use these artists made of the image — a
racing boat or a pedal-boat from the Industrial
Age, made of materials such as plastic or
fiberglass — is relevant to our subject.

The 1image of a pedal-boat appeared in The
Digital Island of Aa: Natural Aquatic Projector
— a video installation by Jeffrey Wisniewski,
who dealt with the enigmatic character of digital
images and their affinity to nature. A-Z
Deserted Islands, a project by Andrea Zittel,
dealt with private territories and personal
spaces, and presented the relations between
abstract islands and fiberglass boats as a
metaphor for human life in the historic moated
cities of Europe.> In both cases, the boat was
a component in an installation that raises
existential questions, a reflection of the tensions
between the natural and the artificial and
between the private and the public domains.

The boat image is not new in the works of
Naomi and Nora. It first appeared in the body
that bursts out of an anthropoid coffin which
was cut in half by Naomi (1986). Its
continuation was in the series of crude boats
with a primitive inspiration — primal, convoluted
forms with a rough texture, made of a brittle
shingles clay, which transmitted a naivety, a
vulnerability, and a longing for primordial states
(this earlier series was shown in 1993 at the
Ceramics Biennial in Be’er-Sheva).

After this the treatment became less
convoluted, the mass was reduced, and several
boats were combined into a single installation,
Boats, which was shown at the “In Quest of
Identity” exhibition at the Open Museum in
Tefen (1994). In the installation, which rose
to a height of 240 cm., eight boats were placed
side by side in an arrangement of vertical and
horizontal lines, with their meeting-point as-
it-were symbolizing that which separates and
bridges between the earthly and the heavenly,
the material and the spiritual — a point of
convergence which is also a point of parting,
like a kind of Gothic cathedral in which “the
weight passes from the material to the space,
from the act to the idea”.

In the “Voyage/Burden” exhibition, the
dimensions of the works have grown smaller.
The largest of them does not exceed 80 cm.
in height, length or breadth. The difference
in how the works relate to the space and the
surroundings is especially conspicuous when
compared to the flow that characterized

Escape. In contrast to the latter, the works in
“Voyage/Burden” seek to close themselves
inside their own bounds and to relate with
modesty toward their surroundings. Their
introversion sharpens the sense of alienation.

The compressed and oppressive mass and
the airy space opposite it produce a tension
that 1s backed by additional contrastings,
which operate with a forcible forthrightness
on the senses: full/empty, soft/hard, blocked/
open, horizontal/vertical, heavy/light, sharp/
blunt (spears and masts) rough/smooth
(sensuous and rutted textures vs. alienated
polish), opaque/gleaming, melancholy/colorful
— infinite confrontations on the particular and
the general levels.

Nora and Naomi’s boat image reflects
contemporary reality by traditional means. The
boat becomes a metaphor for the life of modern
man, who is conscious of the transience of his
existence upon the face of the earth and of his
constant oscillation between being and
nothingness. The endeavor to presence the
nothingness fails and leaves a sense of
frustration, which grows stronger in the face
of the recognition of man’s insignificance. The
boat does not move, the sails do not billow in
the wind, and the oars — painted meat skewers
or chopsticks — are fixated, cutting their way
into the clay or lying there like a stone that
no-one will turn over. The boat — a mythical
vessel for the voyage to the precincts of death,
an ancient receptacle for the burden of death
— is equipped with barren escape-openings
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Voyage/Burden

Sophia Dekel

“Artists create out of the pus of life. They

have no other material”.!

Most of the works in this exhibition of Nora
and Naomi were made quite close to Nora’s
death about a year ago. The latest among them
were completed by Naomi as a continuation
of ideas the two artists had developed during
the last two years of Nora’s life, in the course
of which they had created works feverishly,
in death’s shadow. With Nora’s death an
immense void has formed among those close
to her, which is being filled by her virtual figure
which as-it-were continues her path. “I believe
wholeheartedly that there is something that
remains after man” — Nora once said — “not
only art, but also what we engrave in the hearts
of those close to us”.? As a memory, as a trace,
in material or in the psyche.

Nora and Naomi had worked together since
1962. Clay, to them, was a central means of
expression, which they adhered by choice. The
preferred form in their work does not deny its
source in nature, and even if it frequently
distances itself from the latter, there is no
difficulty in identifying it. The finished work
preserves the essence of restraint and is graced
with a form and a coloring possessing a
medieval or Gothic tone.

Death is not foreign to the oeuvre of these
two artists. It passes through it and survives
in it like a leitmotif, as present as life. Death,
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both the private and the public — they as-it-
were share the experience of it. They embrace
it with a fierce embrace, scratching and getting
scratched, squeezing out their breaths, and
covering themselves with protective scales.
Death receives an expression that is personal,
introverted, crying out in its muteness. Not
infrequently, in the course of the experience
of surviving and perhaps by virtue of the act
of repair that accompanies it, the obsessive
engagement with death retreats deep into itself
and enables a rebirth.

Nora and Naomi’s first exhibition, “Sinai”
(1972, Eretz-Israel Museum, Ramat-Aviv),
finely expressed the awesomeness of nature,
the organic, the texture of the desert. After
this they exhibited a series of humanized
stones (1978, Kirstein Gallery, Tel Aviv) which
swelled up, became contorted, exploded, and
demonstrated a feminine and a sexual aspect.
The next exhibition, “For Man is a Tree of
the Field” (1986, Artists’ House, Jerusalem),
focused on the tree as a metaphor for man in
general and for the Israeli in particular, and
it had a more disillusioned tone: hints about
a loss of values and about alienation appeared
here beside a new formal confrontation with
the open space. In the installation Escape
(1996, Mishkan LeOmanut Museum of Art,
Ein Harod) they kneaded the clay into various
forms — whole, broken, and partial. There were
birds, vehicles, ladders, coffins, architectural
structures, and boats — and all of them were

harnessed to the creation of identification with
the sense of the distress of no exit. Nora and
Naomi set out on a Sisyphean voyage in the
time tunnel, with the aim of examining
contemporary expressions of flow, deviation
and fixation.

In the present grouping of works, Nora and
Naomi impress most of the images that
occupied them in the past into the one
silhouette, that of a boat. The source of the
image is concrete — but the product has become
a reflection of a voyage/burden. The very
choice of the image of a boat from ancient
times, before there was steam, as the bearer of
the burden on their voyage, contains a hint of
an optimism which stems from a sense of time
continuous, continuation and continuity.

The image of the boat as a central theme
is not common in 20th-century art in general
and in sculpture in particular.? It occasionally
appears in sculpture in clay, probably because
of the natural affinity that artists working in
clay feel towards historical and archeological
materials. In historical terms, the sea was
always a central economic and political factor
in the life of the inhabitants of Eretz-Israel,
which is situated at a central geographical
junction between the Mediterranean Sea and
the Red Sea, and in ancient times the major
trade routes of the East passed through it.
Hence it may have been expected that the
image of the boat would be a significant
constituent in the local visual lexicon — but




Chair/ Boat/Voyage

But my psyche did not reveal to me

How, in the river of sleep with its tortuous windings,

That hidden rite took place,

When the thin glass of logic was smashed

And the windows of consciousness were covered with dripping paintings,

With most mysterious symbols.

— Zelda, Behold a Mountain, Behold Fire
(Tel Aviv: Hakibbutz Hameuchad, 1987)

24. From Voyage/Burden, 1997-98, 3.5x34x22; 3.5x34x22; 4x34x20
4x34x20 ;3.5x34x22 ;3.5x34x22 ,1997—98 NWN"YDN 71NN .24

As in the words of Zelda’s poem, the present exhibition of Nora (deceased) and
Naomi turns into a hidden rite that takes place beyond the river of sleep and into a
voyage in space and time — the physical time of their years of work together, and
the metaphysical time of the voyage of symbols and the meanings that they bear.

Two central elements focus our interest in this work of theirs: the chair — a seat
or place for the resting body; and the boat — a seat or place for the moving body.
The line of reference that extends between these two elements creates a formal
syntax and a fascinating interpretative challenge.

Closing and opening are two essential states of a chair and a boat. The receptacle
form of both the chair and the boat signifies the ability to seat or place (a burden)
or to transport (a voyage), and both of them are suffused with metaphoric contexts.

The boat as a vessel for voyaging/containing alludes both to mythical motifs (Noah’s
Ark, Moses in the ark, Odysseus) and to contemporary motifs that touch upon questions
of migration and escape (the boat is one of the central motifs in the work of the
Cuban artist Cacho, which relates to the phenomenon of emigration from the island).

But beyond the obvious connection between stationary and mobile states, between
settling and migration, it appears that the anthropoid chair and boat are also an
unconscious projection of yet another mythic stratum which reveals itself here.
A conspicuous motif in Nora and Naomi’s previous works was the anthropoid coffin,
like those “made of clay, wood or stone [which] were in use in ancient Egypt”
(Escape, exh. cat.). Most interestingly, this motif connects with the myth of the
goddess Isis, wife and sister of Osiris, the god of the dead, and with the theme of
the exhibition: on the one hand, the literal meaning of the name Isis is chair (seat);
on the other hand, in her “House of Birth” — the inner sanctum of the Temple of Isis
at Phylae, a small island south of Aswan — her sacred boat lay at rest. The motif of
motion and voyage blends here with the motifs of giving birth and of conducting
over the waters of life; the motif of sitting blends with that of the throne, the motif
of kingship over the earth, of connectedness with the soil.

And from another perspective: Charon ferries the souls of the dead, in his boat,
to the other side of the river of forgetting, one of the three rivers that separate the
world of the living from the world of the dead. Opposite him, life in its voyage
establishes the burden of memory.

Varda Genossar
Director and Curator of The Artists’ Residence
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Nora & Naomi
Work and sign together since 1962

Nora Kochavi — Berlin, 1934 - Tel Aviv, 1999
Naomi Bitter — Jerusalem, 1936

Art Studies

1978-81 — Tel Aviv University, Art History (Modern Art), M.A. (Nora)
1965-68 — Hebrew University, Jerusalem, Art History, B.A. (Nora and Naomi)
1958-62 — Bezalel Academy of Art, Jerusalem, Ceramic Design, B.A.

(Nora and Naomi)

One Man Shows

1997 — David Ben-Arie Museum, Bat Yam

1997 — Ashdod Museum

1997 — Opera House, Performing Arts Center, Tel Aviv

1997 — Municipal Art Gallery, Kfar Saba

1996 — The Genia Schreiber University Art Gallery, Tel Aviv University
1996 — Mishkan LeOmanut Museum of Art, Ein Harod

1989 — Mujinkan Art Gallery, Tokyo

1987 — The Alix de Rothschild Foundation Center, Jerusalem
1987 — Haifa University Art Gallery

1986 — Artists” House, Jerusalem

1979 — Herzliya Museum of Art

1979 — Haifa University Art Gallery

1978 — Kirstein Gallery, Tel Aviv

1976 — Delson-Richter Gallery, Jaffa

1973 — Jewish Museum, New York

1973 — Artists” House, Jerusalem

1972 — Eretz-Israel Museum, Tel Aviv

1965 — House Korenberg, Jerusalem

Selected Group Exhibitions

1998 — “Ways in Clay”, Beit Aharon Cahana Museum, Ramat Gan

1998 — ““17th International Ceramic Award”, Gold Coast Art Center, Australia

1998 — “In the Name of the Land, In the Name of the Lord — Art Realities in
Jerusalem™, Artists House, Jerusalem

1998 — “20th Century International and Israeli Studio Ceramics”, Sotheby’s,
Tel Aviv

1998 — “Milestones, Israeli Sculpture 1948-1998”, The Open Museum, Tefen

1997 — “Ceramic Sculpture”, The President’s Residence, Jerusalem

1995 — “The Artist Designs His Own Memorial”, Artists” House, Jerusalem

1994 — “21 Artists from Israel”, Boewig Ceramic Gallery, Hanover

1994 — “Israeli Contemporary Crafts”, The National Museum of Modern
Art, Tokyo

1994 — “Megawatt”, Art Focus, Jerusalem

1994 — “Israeli Sculpture: The Last Decade”, The Open Museum, Tefen

1993 — “Ceramic Biennal”, Be’er Sheva

1992 — “Ceramics: Israel 927, International Ceramics Academy, Istanbul

1992 — “Keramic aus Israel”, Frankfort/Oder, Germany

1991 — “The Beginings of Israeli Ceramics”, Artists’ House, Jerusalem:;
Herzliya Museum of Art

1990 — “Israeli Ceramics”, Bat Yam Museum of Modern Art

1988 — “Sculpture in Israel: In Search of Identity”, The Open Museum, Tefen

1985 — “Fired Clay — Common Denominator”’, Memorial House Gallery, Holon

1984 — “13 in Clay”, Jerusalem Theater, Jerusalem

1980 — “The Myth of Canaan”, Haifa University Art Gallery, Haifa

1978 — “Keramic aus Israel”, Germany: Berlin, Koblenz, Munich

1974 — “Concorso internazionale della ceramica d’arte contemporanea”,
Faenza, Italy

1970 — “Ceramics 707, Tel Aviv Museum of Art, Tel Aviv

Awards and Grants

1998 — The film Escape was nominated for screening at the First International
Film Festival on Ceramics, Montpellier, France

1988 — Grant for Artist in Residence Program, V.C.C.A., West Virginia (Naomi)

1986 — Medal for Outstanding Achievement in Sculpture, International Art
Competition, New York

Works in Museums and Art Collections

Tel Aviv Museum of Art

Tel Aviv University Campus

Mishcan LeOmanut, Museum of Art Ein Harod

Ashdod Art Museum

Eretz-Israel Museum, Tel Aviv

Herzliya Museum of Art

Museum of Ceramics, Faenza, Italy

Ethan Allen Corporation, Connecticut, USA

Bertha Urdang Art Gallery, New York

Kunstkammer Dr. Paul Koester, Moenchengladbach, Germany.
The Van Leer Institute, Jerusalem

The Open Museum, Industrial Park, Tefen, Western Galilee
Mujinkan Art Gallery, Tokyo

V.C.C.A., West Virginia

Be’er Sheva Municipal Art Collection

Collection Leon Recanati, Tel Aviv

[.D.B. Collection, Frisch Tower, Tel Aviv

Collection Giyora Rosen, Kfar Shemaryahu

Collection Diane and Igal Silber, USA

Clal (Israel) Collection, Qiryat Atidim, Tel Aviv

Public Commissions

The Sea, Ceramic mural at The Municipal Culture House, Acco
Genesis, Ceramic mural at Ma’aleh High School, Jerusalem

Ritual Basin at the Rambam Synagogue, Jewish Quarter, Jerusalem
Memorial Plaque at Kerem College for Education, Jerusalem
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