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BORN 1929
STUDIES

Hebrew University - History
Bezalel Academy - Graphics + Painting

SCHOLLARSHIPS

U.N to scandinavia and England.

Two International ceramic symposiuns in Austria.

A study Tour to U.S.

A study Tour to Japan under the sponsorship of "Japan Foundatoin”

1962 - 1980 Head of ceramic departement Bezalel Academy, Jerusalem
LARGE WORKS (parical list)

1964 Hebrew University - Givat Ram, Jerusalem
1965 Haa'retz Museum, Tel Aviv

1968 “Beit EI” synagogue - New Rochelle, New York
1967 Weizman Institute, Rehovot

1967 “Founders Monument", Zichron Yaakov

1970 Bank Leumi, Jerusalem

1977 Bank Leumi, Jérusalem

1980 Hebrew University - Mount Scopus, Jerusalem
1983 Maaleh Adomim

1988 Ort school, Carmiel

1994 Royal Beach Hotel, Eilat

ONE PERSON EXHIBITIONS

1957 Artists House, Jerusalem

1967 Maskit - Tel Aviv

1974 Ceramic Museum - Haa'retz Museum, Tel Aviv.

PRIZES

1961 Stutgart International Ceramic Exhibition
1989 Japan, Tokyo International Ceramic Competiton



story of what’s inside, like pea pods. The date
palm is a totem. Each part has its own character:
the base, the trunk, the volume of the fruit, and
the extension of the fronds. In nature, the fronds
are connected to soft - looking rounded
branches. In my date palm they extend out from
the volume of the fruit. The recombination of
the parts resembles a dream creation, and the
logic is like that of a dream that dismantles
reality and puts it reateniges in a new way.
Figures are created with a different sort of
esence. The form of the date palm was apparent
to me from the start, like in a crystal clear dream.

How did you choose the materials for your
date palm?

The relationship among the materials took form
within me with utter, umquestioned clarity. It
was perfectly clear to me that the date palm
would be made of “earth” materials, and the
fronds would be metal. | think there is a good
dialogue between the soil and metal.

Is the work you display here a sculpture, an
object, or a concept?

Those are arbitrary definitions and every critic
has to choose whichever seems right to him. It
is of no interest to me. | simply go along with
the work and do what serves it until it comes
together as a clear form. Someome (I don’t
know who) once said that “the angels hover
between the disciples”.

It seems to me that your approach to nature
is first analytical and only later intuitive.

| don’t think either of those two definitions is
appropriate. A large proportion of my works are
produced by a combination of two types of
activity. On the one hand, the daily observation
of the environment, of nature, impressions and
selective assimilation, and cataloguing them in
the mind and in a sketch book. on the other
hand,making “toys”, parts of forms, “spare parts”
like letters or syllables, a sort of vocabulary of
words that might one day become part of a
whole sentence, a story in form. There is a lot
of hope and stimulation in these fragments,
more than in the finished pieces that are like
closed sentences with a full stop at the end.
The memories of fragments of the envirionment
and elements of form sometimes come together
to form a work. Suddenly | know how to say a
piece of nature in my language.

Do you think there is any value to the work
of art beyond its presence which us
dissimilar to any other artwork? Does it
enable you to make a different statement?

A work produced from an intimate dialogue with
the material (any material) has the chance of
conveying some sort of credibility. A dialogue
between the work and the material means
touching and getting a fead tack from the
material, comprehending it, and then touching
again. Intimacy is the opposite of principles and
statements, and this may have message value.

How does the size affect your creativity?

The proportions of a work are an essential aspect
of its character.

You spoke before of enrichment. how do
your works enrich an architectural structure?

| mentioned trying to make a wall breath. A good
example of that is a piece | was commissioned
to do for the architect Jacob Rechter at Bank
Leumi in Jerusalem. It's a large space in the
center of which is an elevator shaft that's a cube
about a hundred and fifty square meters around.
It was important that the work not weige the
space down and that it add light and shadow,
volume, and a pulsing quality to the cube. That
was my first work in concrete using the technique
of sand casting. | don’t think | could have dealt
with the size of the space and its passages with
ceramic materials.

Beit Aharon Kahana, where your exhibition
is being displayed, is also a space designed
by Jacob Rechter, so this is your second
attempt to contend with a space of his.

| didn’t know that Jacob Rechter designed Beit
Aharon Kahana, but when you suggested |
mount an exhibition here, | felt that the dominant
work should relate to the space with the arched
ceiling. | chose “The Date Palm”, whose
proportions are such that the fronds will almost
touch the ceiling and fill the space, with the
space framing it.

The emphasis on bazalt and water animate
what is clearly a plate, and gives me the
sense of a mirage in the desert.

The water, actual water, functions here in two
works and in two ways. In the horizontal relief
it is wet nature. Moisture, water, is an important
element both in nature and in the work. In the
plate the water is in the center surrounded by
the broad clod-lined rim of the plate. The plate,
a common everyday item, operates ere as a
presence with character and function, and the
size makes it startle the viewer a bit, thus
removing it from its ordinary context and
anonymity.
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At the start of your career as a ceramic artist,
you worked in a very distinct manner,
characteristic of the native Eretz Yisrael in
art. Today there is no reference whatsoever
to those themes and no continuity or
continued development of those ideas.

| studied ceramics with Hedwig Grossman, one
of the “founding mothers” of ceramics in Israel
and a student of the Bauhaus in Germany. My
decision to work under Hedwig (after studying
painting and graphic art at Bezalel) stemmed
directly from my childhood. My father was the
photographer for the Rockefeller Museum of
Archeology in Jerusalem and photographed
the work of the leading archaeologists of the
time.For several years, my brother and | spent
our summer vacations at the excavations in Beit
She’arim, with Prof. Mazar digging and my father
documenting his work, and we spent mamy
hours at the Rockefeller Museum. Mediterranean
pottery potographed very well.

When | was looking for a pottery teacher, Hedwig
was the natural choice. In the ‘30s and ‘40s, the
“first” ceramic artists, like Hava Samuel and
others, brought the shapes of European pots,
technology, pigments and glazes to Israel from
their native countries. Their Israeli quality was
expressed in depictions of Yemenite immigrants
that they painted onto their pots and plates. In
contrast, Hedwig studied the early Mediterranean
culture, examined plastic clays in the Jerusalem
hills and the negev, and consciously and with
deep understanding absorbed the hues of the
local landscape and created pots from local
materials colored in earth tones, which are also
the colors of the landscape.

When | started working independently, |
produced pots on a potter's wheel from local
materials, following Hedwig’s example. | built a
large kiln and fired them in open flame. The
pots were “imprinted” with flame marks and bore
signs of the fire.

| consciously and deliberately did not deal with
ancient shapes or Canaanism. | felt that the
clay, the clay pots, had a quality of bareness.
Like today, | was looking for shapes that had a
clear, expression.

You actually developed in ceramics and later
went on to work in a different material - sand
casting and cement casting. how are these
related to ceramics?

The transition from ceramics to concrete and
the technique of sand casting came from a need
to work in larger proportions, particularly for
works designed to be incorporated into
architecture.

The ceramic kiln is a "bottle neck" for the size
of the elements comprising the work. Cement

NdNN 7¢ DN7H ,JIva 072N
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(the main component of concrete), like ceramic
materials, is made from elements of the earth’s
crust, calcium aluminosilicate. But it undergoes
firing berore production. A lot of the techniques
of ceramics can be transferred to concrete, and
it can be coloed with metal oxides and metal
salts, like ceramic materials. The greatest
surprise was that the concrete in sand casting
produces a rich vibrating texture and reacts to
metal-based pigments with a vivid coloration
that can not be achieved in any other way.

What has developed out of your dialogue
with architecture?

| learned to approach a given space and
understand it. | always start my thinking from
zero, without any preconceived guiding lines. |
remember standing in front of a large wall in a
very spacious place and thinking it would be
good if | could make the wall breath and not
weigh the surroundings down, if | could preserve
its airiness and make it pulsate. this required
that i cevelop a calligraphic language, new rules.
Each work is a new and enriching experience.

Recently you have worked primarily on plant
life and landscape. How do you approach
nature? What is your starting point?

What | like in nature is the detail, the
conjunctions, the meetings between forms, one
form coming out of another, the volume of fruit
which is not a geometric volume, but tells the
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Here is an attempt to create a new dialogue emerging out of
the tradition of ceramic art in which Gdula Ogen evolved. In a
search that is an integral part of the creative process, she
focuses on the desire to animate the tiniest fragments in order
to “record the structure of nature” in a different material - sand
casting - the plant world in the natural habitat of her work.
Diverging sharply from the period of the spirit of native Eretz
Yisrael that was the thematic hallmark of most Israeli artists as
part of the aura of that era, Gdula Ogen set out in search of a
personal identity.

In recent years, nature has been the major source of inspiration
for her choice of motifs. Shapes taken from the features of plant
life are combined in symmetric and asymmetric configurations
to imply an intimate link to the material and the space, and
revealing exceptional inventiveness despite their simplicity. In
reality, they are complex arrangements of details contrasting in
form, yet all aspiring to order and symmetry.

The viewer completes the picture of a single harmonious organic
unit, a sign that all things together create a whole entity. Observing
these works of nature, one can not ignore the laws of
mathematical order maintained in the configurarion.

The images are taken from thick, variegated vegetation. There
is an obvious preference for voluminous contour lines carefully
designed in their simplicity, along with a richness in the texture
of the material that endows the construction with dynamic and
lush qualities.The addition of light and water produces dramatic
effccts of translucence, with the artificial lighting directed into
a rich fabric of emotional vegetation.

There is another dialogue here as well, an architectural interplay
between forms and materials. The contour line constitutes a
pronounced dramatic contrast, producing a sort of organic
creation with a pulsating, dissolving texture which seems
impelled to stand out from its surroundings, and in terms of
structure, to reinforce its own contours.

Ina Aruetty, Curator
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