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1 11X29%x49 JI'NTX 1Y, T' 1111 ,1974 ,1071D

Torso, 1974, hand built, smoke, earthenware, 49x29x11



8.5%11.5%20 JI'NTX ,JIYW 2127, T' 1111 ,1974 ,0°N 7TIn 2

Water Tower, 1974, hand built, glaze, smoke, earthenware, 20x11.5x8.5



3 15%35x16.5 JI'"NTX 21T, T 11""11,1975 ,0°RT1 W17W N7Vl Namn

Three Compartment Casket, 1975, hand built, glaze, earthenware, 16.5x35X15



25%28%32 / 24x23%28 JI'NTX 011X, T' 1111 ,1974 /"X '7oN

Storing Vessel, 1974, hand built, engobes, earthenware, 28x23x%24 \ 32x28x%25







47x56x20 ,J1'IIX T 7111 ,1980 ,0711
Pools, 1980, hand built, stoneware, 20x56x47






16X26x21 ,JI'IIX ,T' 1111 ,1982 111111

Bananas, 1982, hand built, stoneware, 21x26x16



32%36x15 ,J1'IIN , A1AIX ,T* 71™'11,1982 11

Landscape, 1982, hand built, engobe, stoneware, 15x36x32



24X66x46 ,J1'11X ,1121X ,D'NLYN T N1"11 71"t ,1980 ,71'TN W1 10710 10

Female Torso, front, 1980, hand built, slabs, engobes, stoneware, 46x66x24



11 24X66x46 ,J1'11X ,1121X ,0'NLWN ,T' "11,11,1980 ,121 ,'"W1 10710

Female Torso, back, 1980, hand built, slabs, engobe, stoneware, 46x66x24



27x30x11 JI'IAN , A1AIX T 71™11,1982 A1

Landscape, 1982, hand built, engobe, stoneware, 11X30x27

12



13 46X46x12 J"IIN ,A1AIN ,T* 71™11,1980 ,q11

Landscape, 1980, hand built, engobe, stoneware, 12x46x46



36x35x16 ,J1'IAN ,JVAIX T 7111 ,2011 1T ]IX ;1" 14
Right: Field Stone, 2011, hand built, colorant, stoneware, 16x35x36

23x38%20 ,J1"1AX , T' 7111 ,2011 'Y :7RNY
Left: Pipe, 2011, hand built, stoneware, 20x38x23



15 36X35%16 JI'IAN ,JUIIX ,T' T1"11 2011 i1 TW JIX

Field Stone, 2011, hand built, colorant, stoneware, 16x35x36



29%31x27 JI'MTX JI'TTN 21N T 71™11,2000 ,0°0 WX, 11

Pool, Water Holder, 2000, hand built, moss, lichen, earthenware, 27x31x29
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X" 28x235x180 JI'IAX 7111 NN T 71™11,1991 ,ANNYN JI™A 32

Fruits of War, 1991, hand built, clay, metal-iron, stoneware, 180x235x28 each
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33 1VIL 1M§7,0M17 T ,7NXIA0 DIN1 21X JINTX YV ,0IY11X 311X NN, T 11MI11,2003 ,0'0NY 0'XY

Charred Wood, 2003, hand built, clay, engobe, colorants, wood, earthenware.
installation in the Memorial Center, Yad LaBanim, Kiryat Tiv'on



24x31x8 ,]7¥119 , 212IX ,T* 71™11,2009 1 34

Bouquet, 2009, Hand built, engobe, porcelain, 8x31x24
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33 /{7,192, "1IX ,0"TIDNIN O'N7N ,0MVIIX T 7111 ,2011,77

Bouquet, 2011, hand built, colorants, metallic salts, stoneware, h. 19 ,di. 33



N2 12X20%9 N1M¥ 1NN ,1998 ,07A1LY DT ,i1T"1A

Geniza, wrapped Jars, 1998, fired clay, 9x20x12 each

25x36X12 1Y X7 1NN JI'XI{7 1'NY 1998 , 07711 i1
Geniza, Scrolles, 1998, ceramic fiber, clay, 12x36x25




37

34x45x12 ,011 NN, N1 ,07T1, YW W7 ,1998 017112 ,i111a
Geniza, Scrolls, 1998, straw, wax, cloth, papers, clay, plaster, 12x45x34

41x35%12,011 NN, TN 071 ,MVY ,Wi7 ,1998 ,077'111 ,1T"1A
Geniza, Scrolls, 1998, straw, wax, cloth, papers, clay, plaster, 12x35x41
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Leach, Bernard, A Potter’s Book, London, Faber and Faber, 1976.



1'ax 71 21700 1M72 ,(1¥'N) ,2000 ,"D'WAT DAY TITIA IR

Basins, from “Dry Water”, 2000, (installation), Periscope Gallery, Tel Aviv




NI'T1'1,0°01 01,2009 ,(1X'D) "D W A7 MDDR? TINN, TInY
i - N c n - E 3
Pillar, from “Aestethics of Destruction” (installation), Basis School, Beit Yanai



13'{7,7 '2 ,N7N AP ,17¥710,0MI1IX 1991 171 M7
Tea Bowl, 1991, wheel thrown, porcelain, salt firing, h. 7, di. 13
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K1 517 s

Holding and Storing Vessels



25%28%15 ,J1'11X 2117 , 121X [ T' 1111 ,1994 ,0'N 1IX

Water Stone, 1994, hand built, engobe, glaze, stoneware, 15x28%25

62
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28.5%X31x19 JI'IIX ,112°7 ,1121X , T 7111 ,1994 ,0'N 11X

Water Stone, 1994, hand built, engobe, glaze, stoneware, 19%x31x28.5



25%31X15 ,J1"1IX 21277, 112IX [ T' 1111 ,1994 ,0'N 1IX

Water Stone, 1994, hand built, engobe, glaze, stoneware, 15x31x25

64



65

25%31X15 ,J1"13X 21077, 212IX [T 7111 ,1994 ,0'N 1IX

Water Stone, 1994, hand built, engobe, glaze, stoneware, 15x31x25






36X40%27 JI'IAX 41T, A12IX , T* 71711V ,2000 71271

Casket, 2000, hand built, engobe, glaze, stoneware, 27x40x36



37'{7,19 /2, T111AX 41277, DIV, T 71111 ,2000 ,1AR 68
Basin, 2000, hand built, colorants, glaze, stoneware, h. 19, di. 37



377,19 '3 JI"IAX 21T ,DIVIIN T 7173 ,2000 ,JAN

Basin, 2000, hand built, colorants, glaze, stoneware, h. 19, di. 37




25X%35x19 ,J1'1IX ,12°7 ,1121X ,T* 71"'11,2004 ,010 DY AN

Canteen with Cup, 2004, hand built, engobe, glaze, stoneware, 19x35x25

70



71 30%36x13 ,JI'IIN 21T, A1AIX , T* 7111 ,2004 , 717NN

Canteen, 2004, hand built, engobe, glaze, stoneware, 13x36x30



30X34X24 ,J1'1IX , 21277 , 121X [T 1111 ,2004 1aXN1 12

Pool & Water Holder, 2004, hand built, engobe, glaze, stoneware, 24x34x30

72
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32%31X21 ,J1M1IX 21077, 121X [T 1111, 2004 ,12XN1 12

Pool & Water Holder, 2004, hand built, engobe, glaze, stoneware, 21x31x32



29x38x22 JI'MTX ,IN7'A'D D, T 7111 ,2004 ,1AXN1 11
Pool & Water Holder, 2004, hand built, Terra Sigilata, earthenware, 22x38x29

74






13x16x18, '7111 'N'7N ,IN7A'D D , 01X ,2007 ,0'D"D 76

Pockets, 2007, wheel thrown, Terra Sigilata, metalic salts, 18x16x13



77 12X20%23 111X, 21277, 121X, T 7IT11Y ,0"11X ,2007 ,0'0"D

Pockets, 2007, wheel thrown, engobe, glaze, stoneware, 23x20x12



15x28%25 JI'IAX 4117, 111X, T 71712V 011N ,2007 00"

Pockets, 2007, wheel thrown, engobe, glaze, stoneware, 25x28x15

78



12x19%30 ,J1'IAX ,314'T 119X1 117 101N ,0™IIX ,2007 ,0'0"D

Pockets, 2007, wheel thrown, white & grey clay, glaze, stoneware, 30x19x12




17x37x30 JI'IAX 214'T T TITIAY , 011X ,2007 070" 80

Pockets, 2007, wheel thrown, hand built Glaze, stoneware, 30x37x17,



81 14X28x29 JI'IIX Q1NW 1127, T TIT1Y ,0"I11X ,2007 ,0'0"D

Pockets, 2007, wheel thrown, hand built, black glaze, stoneware, 29x28x14



37'{7,5'2,17¥0 , 71"AXR 7102 N0, T 1M1 ,2013, 7120 82
Labyrinth, 2013, hand built, ferric sulphate, porcelain, stoneware, h. 5, di. 37



83

0 51

Water Conduits



32x40x18 JI'IIN ,A1AIX ,T* 71™11,2004 11 84

Pool, 2004, hand built, engobe, stoneware, 18x40x32



85 35x38x17 7111 DXAYID A1AIN ,T* 71™11,2004 , 11

Pool, 2004, hand built, engobe, ferric sulphate, earthenware, 17x38x35



X"314'[7,9 '3 JIAN 21X, T FIMI1,07IIN 2014 1w TYUn wi7w 86

Three Irrigation Channels, 2014, wheel thrown, hand built, engobe, stoneware, h. 9, di. 14 each



87 377,252 JI'IAN JI'1DT, T 7111 ,2014 ,{7wil M7un wiyy

Three Irrigation Channels, 2014, hand built, glass, stoneware, h. 2.5, di. 37



15x40x10 ,J1"1AX 7711 NYN ,0™INIX D™MIAIN TIA0INI I0YA AN, T 71711 ,2015 ('K TY) K7D 88

Fold (side a), 2015, stoneware hand built, clay with organic matter, ferric sulphate, 10x40x15



89

15%40x10 ,JI'1IX ,7711 N'7N ,0™1101X D™ININ T1A0111 171YN NN, T 11,2015 (' TX) fIX7ON

Fold (side b), 2015, stoneware hand built, clay with organic matter, ferric sulphate, 10x40x15



9x53x6 J1'IIN 7111 N7N 071X DNIN, T 11T12Y ,2015 00 TINX 20

Aqueduct, 2015, hand built, ferric sulfate, organic matter, stoneware, 6x53x9



91

9%34x6 ,J1"1AX ,A12'T, T* 1AV ,2011 ,0°N TINX
Aqueduct, 2011, hand built, glaze, stoneware, 6x34x9




11X29 X22 ,i1{7'M{7 NN 7Y Mj7Nn (1Y, 7' N1 ,2012 ,17VN OV 1110 92

Structure with Canal, 2012, hand built, arbitrary combination of clays, 22x29x11



93 13x16X11 J1IAXK , 11X T 71"11,2013 713N

Structure, 2013, hand built, engobe, stoneware, 11x16x13



16x30x9 JI'IAN , A1AIX ,T* 1111 ,2014 ,7INYON

Fold, 2014, hand built, engobe stoneware, 9x30x16

94



95 20x30x8 J1IAX , 1IN T 7111 ,2014 7IX7ON

Fold, 2014, hand built, engobe, stoneware, 8x30x20



12.5%28x6 21T, T 71"'11,2008 1 %

Scoop, 2008, hand built, glaze, 6x28x12.5



97

AV oK 153

Work and Gathering Tools



43%24x20 ,J'IIN ,21AIN,T* 7111 ,2000 ,71W*

Scoop, 2000, hand built, engobe, stoneware, 20x24x43

98



99

43%24x20 ,J1'IIN ,A1AIX ,T* 7111 ,2000 ,i1*

Scoop, 2000, hand built, engobe, stoneware, 20x24x43



X" 40x24%20 TN AN TN A1TX T 71", 2000 ,7V°

Scoop, 2000, hand built, moss, lichen, engobe, stoneware, 20x24x40 each






X" 15x25%2.5 JI'IAN A14'T 7' J1™11, 2005 ,f1T12V 70 Aw17w 102

Three Work Tools, 2005, hand built, glaze, stoneware, 2.5x25x15 each



103 XD 15%25%3.5 ,JI'1AX 21T, T* T1""11,2005 ,i1T11V 7> nwi7w

Three Work Tools, 2005, hand built, glaze, stoneware, 3.5x25x15 each



X" 13x23x7 JI'IAN 21T, T* F1™'11,2005 71 TIY 7D 1Y 104

Two Work Tools, 2005, hand built, glaze, stoneware, 7x23x13 each



105 X" 7x42x6 JTIAX AT, T T1"'11,2008 7110 T

Two Spoons, 2008, hand built, glaze, stoneware, 6x42x7 each



(D110 7173) 10x26X5 J1'IAN D IVIIN A1AIN T 71711 ,2008 1TV 7D 1w 106

Two Work Tools, 2008, hand built, engobe, colorants, stoneware, 5x26x10 (the largest)



107 (D170 7173) 18x40x6 J1'IAX ,DTIVIIN A1AIN T 71™11,2010 71TV 7D W

Two Work Tools, 2010, hand built, engobe, colorants, stoneware, 6x40x18 (the largest)



11x14%2.5 JI"IAX DIVIY 211X, T 7111 ,2008 ,AT12Y 7

Work Tool, 2008, hand built, engobe, colorants, stoneware, 2.5x14X11




109 12x32x5 , 1I,IIIN , DIV TN T 71,2012 ATy *7)

Work Tool, 2012, hand built, colorants, stoneware, glaze, 5x32x12



12x23x6 J1'IAX 211X, T* 7111 ,2008 ,1T12Y 7D

Work Tool, 2008, hand built, engobe, stoneware, 6x23x12

110



111 14x17x7 JI'1IX ,D'1Y11X ,T' 7111 ,2005 ,1T12V *7D

Work Tool, 2005, hand built, colorants, stoneware, 7x17x14



20x30%9 ,JI"IIN ,A1AIN 7" 71™11,2005 ,TRYN YV 7D

Scoop on Base, 2005, hand built, engobe, stoneware, 9x30x20

112



113 20%30x6 JI"IAX , 11X T 71"11,2013 ,0%77N W ATV 7D

Work Tool, two parts, 2013, hand built, engobe, stoneware, 6x30x20



8x29x15 JI'1AX ,A1AIX T 7111, 2008 1D
Scoop, 2008, hand built, engobe, stoneware, 15x29%x8






9x20x12 ,J11AX , 121X , T 7111 ,2013 ,0"7170N/17D

Work Tool/Lanes, 2013, hand built, engobe, stoneware, 12x20x9

116



117

mx5on

Folds



14x21%8 JI'IIN 21T, A1AIX T T1™11,2014 ,fINYIN/ATIAY 17

Work Tool/Fold, 2014, hand built, engobe, stoneware, 8x21x14

118



119

22x43x21 ,J1'1IN ,D'IYII¥ 119X NI, T 7173 ,2014 ,X7ON/1TA

Fence/Fold, 2014, hand built, grey clay, colorants, stoneware, 21x43x22



24x38x5 JI'IIN AN T 7111 ,2014 ,AXYIN/ATIAY 7D 120

Work Tool/Fold, 2014, hand built, engobe, stoneware, 5x38x24



121 (D170 71731) 21327 71K 21X, T 71711 ,2014  JTINYON/ATIAY 17D 1w

Two Work Tools/Folds, 2014, hand built engobe, stoneware, 7x32x21 (the largest)



X" 23%33%10 ,J1'1IX ,D'IVIIX ,J1IX T 71" ,2014  JIIX7ON/ATY 70 1w

Two Work Tools/Fold, 2014, hand built, engobe, colorants, stoneware, 10x33%23 each






(DP1"1*a0 7173i) 40x40x7 JI'IAN ,A1AIX T 7111 ,2014 ,JIDNN/MX7ON Y

Two Folds/Shelters, 2014, hand built, engobe, stoneware, 7xX40x40 (the largest)







19%26X13 ,JI'1AX 211X T 7111 ,2015 (1) IDNN/AINTON 126
Fold/Shelter (back), 2015, hand built, engobe, stoneware, 13x26x19



127 19%26X13 ,J'IAX AN, T 1111 ,2015 ,(71'TN) NIDNN/AIN7ON
Fold/Shelter (front), 2015, hand built, engobe, stoneware, 13x26x19



10%39.5X27 / 11X46Xx22 JI'NTX ,]17 111X , T 1111, 2013 ,111IN

Structure, 2013, hand built, white engobe, earthenware, 22x46x11/ 27x39.5X10

128



129

21X46x20 / 13X16x48 ,JI'MTX , T 7111 ,2014 ,N1NA2 10NN

Open Shelter, 2014, hand built, earthenware, 48x16x13 / 20x46x21



28x45x9 JI'ITN ,A1AIX ,T* FT"11,2015 ,fIXY2N/A0NN

Shelter/Fold, 2015, hand built, engobe, earthenware, 9x45x28

130



131

24x38x13 JI'IIN A1AIX ,T* 71™11,2015 ,fINYON/A7un

Canal/Fold, 2015, hand built, engobe, stoneware, 13x38x24



20%35x8 TN , 11X, T 7111, 2015 ,AIX7IN/A7uT

Canal/Fold, 2015, hand built, engobe, stoneware, 8x35x20

132



133

24x33x14 JI'IIN A1AIX T 71™11,2015 ,fINYON/A7un

Canal/Fold, 2015, hand built, engobe, stoneware, 14x33x24



138 TINVY 1X1,(D10) DW{TWN 134
Sediments (detail), see page 138
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14x45%12 JI'TN J1IIX ,]7¥719 211X, T 71™11,2012 717100 170

Blue Boat, 2012, hand built, engobe, porcelain, stoneware, earthenware, 12x45x14

136



137 XD 12x46X6 ,7111 N'7N JINTXR J11IAX T 71111 ,2012 ,JIINNIT 70D w17w
Three Dumped Boats, 2012, hand built, stoneware, earthenware, ferric sulphat, 6x46x12 each



23x50x13 7111 T1™2107, 11771, 71D ,JI'ATX J1'1AX 1787119 AN 2014 ,Dj7UN
Sediments, 2014, clay, porcelain, basalt, glass, iron, 13x50x23

138



139

X" 5x45x5 ,]7¥110 ,fINTX ;2012 , 0" TIN IW17W

Three Survivors, 2012, soil, porcelain, 5xX45x5 each



10X45x8 ,iTNTX ,2012 ,WXN 781N TIX
Survivor, 2012, soil, 8x45x10






19x37x7 J'IIN T 71™11,2012 YV Nav77

Tree Crust, 2012, hand built, stoneware, 7x37x19

142



143

12 {7 ,41 'R ,JIIAXR 710D 211X, T 717111 ,2012 ,12VN/N1Y
Pipe/Passage, 2012, hand built, blue engobe, stoneware, I. 41, di. 12



39x43x18 JI'IAX 111X, T* 7111 ,2003 JIINY/]IX 144

Stone/Tree Crown, 2003, hand built, engobe, stoneware, 18x43x39



145 39%43x18 ,J1'11IX , 121X ,T' 11"11, 2003 ,INN¥X/1AIX

Stone/Tree Crown, 2003, hand built, engobe, stoneware, 18x43x39



32x44x23 J1"1IX 701V, 2121X T 1111 ,2003 ,7NNX/1IX 146

Stone/Tree Crown, 2003, hand built, engobe, lead, stoneware, 23x44x32



147

32X44x23 J1'11X ,J1N01V ,112IX ,T' 71"'11,2003 ,T1NNY/1IX

Stone/Tree Crown, 2003, hand built, engobe, lead, stoneware, 23x44x32

-




27x61x9 JIITN A1AIX ,T* TT"11, D717 ,2003 1MW Wil

Charred Cypress, 2003, relief, hand built, engobe, earthenware, 9x61x27




25%71x12 JI'MTX 21X, T 7111077171 ,2003 1Y w1

Charred Cypress, 2003, relief, hand built, engobe, earthenware, 12x71x25




25x34x9 JI'MTR 117,721V, 211X, T 71™11,2003 (1Y YV
Charred Wood, 2003, hand built, engobe, lead, gold, earthenware, 9x34x25

150






23X52x6 JI'NTX ,J1N21V ,1121X ,T' 7111 ,2003 1Y YV 152

Charred Wood, 2003, hand built, engobe, lead, earthenware, 6x52x23



153

25X55x6 ,JIMTX ,J1N01Y 211X, T 71111 ,2003 1Y YV
Charred Wood, 2003, hand built, engobe, lead, earthenware, 6x55x25



21x32x10 JI'ATX 277, 21AIX , T* 7111 ,2005 ]I

Stone, 2005, hand built, engobe, gold, earthenware, 10x32x21

154



155

21%32x10 JI'MTX 277, A1AIN T 7111 ,2005 ,JIN

Stone, 2005, hand built, engobe, gold, earthenware, 10x32x21



21x32x10 JI'MTX 27, 212IX T 7111 ,2005 1IN
Stone, 2005, hand built, engobe, gold, earthenware, 10x32x21






X" 21x32X10 JI'ATX AT, 121X , T 71""11,2005 071X W17W
Three Stones, 2005, hand built, engobe, gold, earthenware, 10x32x21 each

158






31X36x20 J1"1IX ,T' 11"11,1978 ,wA1 N1 160

Soul Holder, 1978, hand built, stoneware, 20x36x31



wbhilna

Soul Holders



18x32x7 J'IAN 7111 N7N 211N, T 7111 ,2013 ,wA1 1t 162

Soul Holder, 2013, hand built, engobe, ferric sulfate, stoneware, 7x32x18



163 18x36x9 ,J1'IIN 7111 N7N , 21AIX T F1™11,2009 ,wA1 11

Soul Holder, 2009, Hand built, engobe, ferric sulfate, stoneware, 9x36x18



16x21x8 ,JI'IIN ,A1AIN ,T* 7111 ,2009 ,wA1 1*a 164

Soul Holder, 2009, hand built, engobe, stoneware, 8x21x16



165 20%26X11 ,J1"1IX ,1121X , T 1111 ,2009 ,w01 N"1

Soul Holder, 2009, hand built, engobe, stoneware, 11x26x20



21X40x10 ,J1"1IX ,1121X , T 11"11,2009 ,w01 "1 166

Soul Holder, 2009, hand built, engobe, stoneware, 10x40x21



14x19x7 J1'1AX 71711 NIXINNTT, 211X, T* 7111 ,2008 ,w/A1 1"

Soul Holder, 2008, hand built, engobe, ferric oxide, stoneware, 7x19x14




17x23x3 JI"IIX ,01VIIY T TITIIY 2009 ,wal 7'l

Soul Holder, 2009, hand built, colorants, stoneware, 3x23x17




169 18.5%24x6 JI'IIN ,D'IVIIY 111X, T 71712V ,2009 w01 Nl

Soul Holder, 2009, hand built, engobe, colorants, stoneware, 6x24x18.5



16x34x6 JI'IIN ,D'IVIIN 214N T 7111 ,2012 ,wA1 'l

Soul Holder, 2012, hand built, engobe, colorants, stoneware, 6x34x16




21%39x8 TN ,JVIIY A1AIN T 7111 ,2009 ,wA1 11*a

Soul Holder, 2009, hand built, engobe, colorants, stoneware, 8x39x21




24%29x7 JI'IAX AN T 71"11,2010 ,wAal 1"

Soul Holder, 2010, hand built, engobe, stoneware, 7x29x24




173 20%23.5X7.5 ,71'11X , 121X , 7' 11""11,2010 w01 "1

Soul Holder, 2010, hand built, ebgob, stoneware, 7.5x23.5x20



11x5%9 ,JIIAX 14'T 211N 7" 71'11,2009 ,wAal 7'

Soul Holder, 2009, hand built, ebgob, glaze, stoneware, 9x5x11
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Yushan, Zhan, World Contemporary Ceramics — 2006
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Jones, David, Firing: Philosophies within — 2007
Contemporary Ceramic Practice Marlborough,
Crowood press (p. 179)
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Perez, Lea, “The unique Israeli Experience — 1995
of Rina Kimche", ceramic Art & Perception,
Australia, No. 20, pp. 40-42

Kimche, Rina, “A Community Art Project’, — 1998
Ceramics Technical No.7, Australia, pp. 98-101
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Kimche, Rina, “On the Wall’, Ceramics Review, — 1999
177, p. 199

TV 271D 121 ,"N7wn ww” 11" 'NN{7 - 2000
39 11"7'2 ,'0DI'NA

JIX'YT IR NTTAN777XIX 1M )NN{7 — 2001
T™MIX X212 7Y ;174 DY 7R

1N ,1887-1979 'Y'7 T11N1" ,i11M "NNj7 — 2004
Mi7'M1j7n TMINKY7 1Y 171 :1280°C ,"17VN1
35-32'NV,11,78w1

:1280°C "W 1" wOi7" 7I'M17Y N1 — 2004
11, 7KW Ni7'M70 MINK7 Ny 17110
39-36 'NV

180



181

2001 - Kimche, Rina, The Urian Encyclopedia of
Israeli Design, p. 174. Editor: Giora Urian.

2004 - Kimche, Rina,“Bernard Leach 1887-1979:
His Life and Work” [in Hebrew], 1280°c:
Journal of Ceramics, no. 11, 32-35.

- Bauman, Shlomit, “Plank from a Burnt
House” [in Hebrew], 1280°c: Journal of
Ceramics, no. 11, 36-39.

2006 - Yushan, Zhang, World Contemporary
Ceramics Public Art, Jindejzen, China.

2007 Jones, David, Firing: Philosophies within
Contemporary Ceramic Practice (p. 179),
Marlborough, Crowood Press.

2011 - Lubin, Avi, ed. Periscope: Contemporary
Israeli Design, Periscope Contemporary
Design Gallery, Tel Aviv

2011 — Kimche, Rina & Grinblat, lan L., Hidden
Face (e-book; Rina Kimche - clay masks,
lan L. Grinblat - Haiku poetry), www.
clayfacehaikued.com

Collections

Collection of the Knesset Building, Jerusalem, Israel
Del Cantir Museum Argentina/Barcelona, Spain
Eretz Israel Museum, Tel Aviy, Israel

Aaron Kahana Museum, Ramat-Gan, Israel

Ester Beck, Kfar-Shmaryahu, Israel

Doris Arkin, Kfar-Shmaryahu, Israel

Yoram Rosenheimer, Kfar-Shmaryahu, Israel
Rivka Saker, Caesarea, Israel

The Clay Studio, Philadelphia, US

Ing. Josef Vyskoc, Slovakia

Novohrad Museum, Lucenec, Slovakia

Biseul Art Center, South Korea

National University Museum, Seoul, South Korea
Shepparton Art Gallery, Shepparton, Victoria,
Australia

DEU, Izmir, Turkey

EGU, Izmir, Turkey

International Workshop of Ceramic Art (IWCAT),
Tokoname, Japan


http://www.clayfacehaikued.com
http://www.clayfacehaikued.com

- Symposium and Exhibit, DEU, Izmir,

Turkey

2002 - International Symposium and Exhibit,
Beladice, Slovakia

2003 - “Co-Existence” Symposium, Umm
el-Fahem, Israel, (quest: Nina Hole,
Denmark)

2007 - “Terra Sigillata” Symposium and Exhibit,
DEU, Izmir, Turkey

2008 - Novohradske Museum/Gallery
Symposium and Exhibit, Lucenec,
Kalinovo, Slovakia

2009 - “Art Days” International Exhibit/
Symposium, EGU, Izmir, Turkey

2010 — The First Symposium of the Association
of Israel’s Decorative Arts (AIDA), Giv'at
Haviva, Israel

2011 - Mediterra 2001, Akdeniz University,
Anatolia, Turkey

Workshops

1977 - “Tzukey David” Field School, Santa
Catherina, Sinai, A Ministry of Culture and
Sport Multidisciplinary Artist Workshop

1991 — International Workshop in Ceramic Art
(IWCAT), Tokoname, Japan

Community Projects

1998 - Kfar Tikva; mural, relief and painting, in
the communal dining hall of Kfar Tikva
(a home and community for people with
special needs); Kiryat Tiv'on

2005 - Kiryat Tiv'on; 200 Tea Pots made by
different age groups and socio-economic
groups in the community. The pots were
sold at a special event and the money
raised was donated to the “From the
Depth of the Heart” local association for
social support

Public Works

1969 -

1973 -

1986 -

1988 -

2009 -

Awards

1990 —

1996 -

2000 —

2014 -

The Hebrew University, Giv'at Ram,
Jerusalem; wall relief in the cafeteria of
the Paul Baerwald School of Social Work
The Government Print House (Beit
HaMadpis HaMemshalti), Jerusalem, wall
relief

“Rythms,” street sculpture for the Arad
Music Festival

Public Sculpture, “Makif Vav” High School,
Beersheba

“Rina & Ella” environmental sculpture,
The Quarries Sculpture Park, Karmiel

First prize at the 1st International
Ceramics Biennale, Beer Sheba

The “Creativity Encouragement Award”
from the Ministry of Culture and Sport
The Alix de Rothschild Foundation,
Special Commendation

The Maud Friedland Prize, Honorable
Mention

Publications

1995 -

1998 -

1999 -

2000 -

Perez, Lea, “The Unique Israeli Experience
of Rina Kimche”, Ceramic Art & Perception,
Australia, no. 20, 40-42.

Kimche, Rina, “A Community Art Project,”
Ceramics Technical no. 7, Australia, 98-101.
Kimche, Rina, “An Analysis of a Creative
Communal Experience: Artistic Wall in
Kfar Tikva” [in Hebrew], Israeli Journal of
Occupational Therapy (1JOT), vol. 8 no. 4,
177-185.

Kimche, Rina, “On the Wall,” Ceramics
Review 177, 199.

Kimche, Rina, “Her Own Cover," Noga
Feminist Journal, vol. 39.
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2010 —

2011 —

2012 -

2013 —

“At the Tip of One’s Fingers,” Horace
Richter Gallery, Tel Aviv-Jaffa; Curator:
Yeshaayahu Gabbai (Catalogue)
“Gangjin-Tel Aviv, Travel Notes," Netiv
HaMazalot ArtSpace, Jaffa; Curator:
Leah Sheves

“Re-creating Connections,”“Treasures
in the Wall” Museum, Akko Old Town;
Curator: Ofra Amikam (Catalogue)
“Mabat Nosaf,” Aaron Kahana Museum,
Ramat-Gan; Curator: Ina Aroati
(Catalogue)

“Echoes of the Land,” Wilfrid Israel
Museum, Kibbutz HaZore’a; Curator: Shir
Yamaguchi (Catalogue)

“I Am from Here," Yad LaBanim Gallery,
Kiryaat Tiv'on; Curator: Tali Garbuz

Selected Group Exhibitions Abroad

1977 -

1989 -

1992 —

1994 -

International Museum of Ceramics,
Faenza, Italy. (Catalogue)

“Ceramics from Israel,” travelling
exhibition: Kassel, Brussels, Paris,
Barcelona, Lisbon, Krakow, Helsinki;
Curator: Magdalena Hefetz
(Catalogue)

“Israeli Ceramics,” The International
Ceramic Association (ICA) Biennale,
Istanbul, Turkey; Curator: Ina Aroati
(Catalogue)

“Contemporary Israel,” National Museum
of Modern Art, Kyoto, Japan; Curator:
Milos Miroslawski (Catalogue)

“21 Ceramic Artists from Israel,” Bowig
Ceramic Gallery, Hannover, Erfurt, Berlin,
Halle, Neubrandenburg; Curator: Wolf
Bowig (Catalogue)

“Ceramics from Israel,” travelling
exhibition, US/Canada; Curator: Jimmy
Clark (Catalogue)

1997

2001

2002

2004

2006

2007

2008

2009

201

Aberystwyth, Wales; Curator:

Steve Mattison (Catalogue)
Symposium and Exhibition

no. 1, Dokuz Eyliil University (DEU),
Izmir, Turkey; Curator: Prof. Sevim Cizer
(Catalogue)

Raku Symposium, Biseul Art Center,
Biseul, South Korea; Curator: Prof. Richard
Hirsch (Catalogue)

The Academy of Fine Arts and Design,
Bratislava, Slovakia; Curator: Stefan Orisko
(Catalogue)

The Shepparton Art Gallery, Victoria,
Australia; Curator: Damian Smith
(Catalogue)

“Israeli Contemporary Applied Arts,’
the London Jewish Museum of Art,
Ben Uri Gallery; Curator: Ruth Corman
(Catalogue)

“Taste of Masters,” Jingdezhen, China;
Curator: Yushan Zhan (Catalogue)
“Terra Sigillata,” DEU, Izmir, Turkey;
Curator: Prof. Sevim Cizer (Catalogue)
Novohrad Museum, Lucenec, Slovakia;
Curator: Stefan Orisko (Catalogue)

“Art Days,” EGU, Izmir, Turkey; Curator:
Tuzum Kizilcan (Catalogue)

“Friends and Fire-Mates: The Matchbox
Show,"The Apple House Gallery,
Guldagergaard, Denmark; Curator: Nina
Hole (Digital Catalogue)

Symposiums (invitational)

1990

1996

1997

2001

Symposium / 1st International Ceramics
Biennale, Beersheba, Israel
International Symposium, DEU, Izmir,
Turkey

International Symposium, Aberystwyth,
Wales

International Raku Symposium no. 1,
Biseul-Seoul, South Korea



2009 - Gallery of the “Basis” School for Painting
and Sculpture, Beit Yanai

2015 — Museum of Art, Ein Harod; Curator:
Yaniv Shapira (Catalogue)

Selected Group Exhibitions in Israel

1970 — “Ceramics 70," Tel Aviv Museum (Beit
Dizengoff); Curator: Yosef Blumenthal
(Catalogue)

1975 — Horace Richter Gallery, Old Jaffa; Curator:
Horace Richter

1976 — EretzIsrael Museum, Tel Aviv; Curator:
Uza Zevulun

1978 — “After Sinai,"Julie M. Gallery, Tel Aviv

1982 - “Touch,”the youth wing of The Israel
Museum, Jerusalem; Curator: Ayala
Gordon

1984 — “13 with Clay," Jerusalem Theatre;
Curator: Lidia Zavadsky (Catalogue)

1987 - “Elements from Nature," Jerusalem
Theatre; Curator: Hadassa Shefer
(Catalogue)

1989 - “No Evil Animals,” Omanut LaAm,
travelling exhibition; Curator: Hili Govrin

1994 - lIsrael Ceramics, The Negev Museum
of Art, travelling exhibition in the US;
Curator: Jimmy Clark (Catalogue)

1995 - “Inside the Tower” Gallery, Tel Aviv,
sculpture; Curator: Moshe Saidi

1996 — “Apertures and Light in Jerusalem,"The
Jerusalem Artists’ House; Curator: Nirit
Nelson (Catalogue)

- Winners Exhibition, Mif'al Hapayis, The
Artists' House, Tel Aviv

— “Containers,” Aaron Kahana Museum,
Ramat-Gan; Curator: Ina Aroeti
(Catalogue)

1997 — “The Spirit of Clay,’ ceramic sculpture, The
Presidential Residence (Mishkan HaNassi),
Jerusalem; Curator: Hanna Kopler
(Catalogue)

1998

2000

2001

2003

2004

2005

2006

2008

Sotheby’s House, Israeli and International
Contemporary Ceramics; Curator: Yoram
Rosenheimer (Catalogue)

“The Garden as Fable,’ The Botanical
Gardens, Jerusalem; Curator: Dafna Na'or
(Catalogue)

“Ways in Clay: Five Decades of Ceramics
in Israel,” Aaron Kahana Museum, Ramat-
Gan; Curator: Gideon Ofrat (Catalogue)
The 1st Biennale of Israeli Ceramics, Eretz
Israel Museum, Tel Aviv; Curator: Irit Ziffer
(Catalogue)

“The Art of the Vessel,” Aaron Kahana
Museum, Ramat-Gan; Curator: Ina Aroeti
(Catalogue)

“Mythologies,” Umm el-Fahem Art Gallery;
Curator: Saiid Abu Shakra

“An Intended Rendevous: Contemporary
Ceramics,’ Beit Uri and Rami Nechushtan,
Kibbutz Ashdot Ya'akov Me'uchad; the
Corine Maman Ashdod Art Museum; the
Wilfrid Israel Museum, Kibbutz Hazore'a;
The Yavneh Art Workshop Gallery;
Curator: Sara Hakkert (Catalogue)
“Construction Paradigms: Architectural
Elements in Contemporary Ceramics,’
Artists’ House, Jerusalem; Curator: Sara
Hakkert (Catalogue)

“Alfah’ura,” Umm el-Fahem Art Gallery;
Curator: Saiid Abu-Shakra (Catalogue)
The 3rd Biennale of Israeli Ceramics, Eretz
Israel Museum, Tel Aviv; Curator: Marek
Cecula

“A Tribute to Palestinian Pottery,’ Museum
of Art, Ein Harod; Curator: Shlomit
Bauman (Catalogue)

The 4th Biennale of Israeli Ceramics, Eretz
Israel Museum, Tel Aviv; Curator: Arch.
David Knafo (Catalogue)

The sth Biennale of Israeli Ceramics, Eretz
Israel Museum, Tel Aviv; Curator: Hagai
Segev (Catalogue) 184



185

Rina Kimche
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optimistic connotations related to life, to food and drink, to birth and
rebirth, to alchemy, and to embracing the spirit of man.

The present exhibition and accompanying book will hopefully allow
me to bring to a conclusion an important period in my creative life. I
wish to thank Galia Bar Or and Yaniv Shapria from the Museum of
Art, Ein Harod, who invited me to show my work in the museum halls.
I thank all the contributors to the catalogue, who agreed to delve into
the depths of my creations so as to extract from there their enlightened
insights. My deep gratitude is extended also to my loyal friends, who have
stood by my side through hardships and tribulations: to Yeshaayahu Ish
Gabbai, Haggai Rogani and Naomi Nimrod, Nona Orbach, Dorotha
Beialis, Ziwa Glas and Shimshon Livni, to Alon Maramur who helped
me greatly, to Anat Negev, and to Gareth Mason, who had the right
words even from a distance. To my family: my daughter, Tamar, my
grandsons Shaul and Adam and their families, and my grandson Daniel.
To the dear Ian Grinblat who passed away several weeks ago, and to

many more.



principles of 16th century Zen-Buddhism. As I was told, the tea bowl is
a representation of the universe, with each part of the bowl possessing
a symbolic philosophical significance: the bowl’s roundness and inner
space is designed to convey a sense of the vast space of the universe; the
upper rim represents the lines of the horizon; the spiraling depressions
at the bottom of the bowl — water; the marks of the spinning motion of
the potter’s wheel — the work process, and man; and the rough exterior
— the effects of time. Perhaps I am forgetting something or someone...
Of course:.... “The perfect imperfect”... and all that, in a tea bowl! As
my friend Gareth Mason said: “You never know who will be your next
teacher.”

My encounter with the aesthetic principles of Zen-Buddhism
reinforced what was already present in my works: roughness, exposure
of the naked clay and the work and firing processes, minimalism, no
decoration and no superfluous details. These qualities also fit in with the
cultural ideology of the time and with the modernist artistic language.

In its early stages, my work veered also into the sculptural domain.
The postmodernist mindset that was beginning to penetrate the art world
in the nineteen eighties had a liberating effect and allowed me, too, to
find a more direct, more personal mode of expression. I felt the urge
to respond to disturbing environmental and ecological developments,
to social conditions and personal problems. It was at this point that I
began to make the birds of prey, the works that combine metal (“Fruits
of War”), the burnt, charred wooden planks, the flower bouquets
embalmed in porcelain, the “Geniza” installation, the “masks” (“lechem
hapanim™), which I call “soul holders,” and recently — the theme of folds.

Many of the works address the theme of death. This is not just a
reflection of our existential predicament but also one of the ancient
characteristics of the art of ceramics and pottery, related to the medium
of earth/clay, to the work processes, and to the metaphorical meanings
of the receptacle. Since most of the works (including the masks/”’soul

holders™) are built upon the principle of the container, they always carry
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of the art of ceramics in general and Israeli ceramics in particular. I see
myself as part of the picture he presents and I am grateful to him for all
that he has written. His text helped me to understand my own work, its
origins and its place within the broader cultural landscape.

In the chapter on clay in The Spirit of Matter, a manual for art
therapists and art educators by Nona Orbach and Lilach Galkin (1997,
in Hebrew), I also found many confirmations and insights regarding the
work in clay, in both its practical and psychological/spiritual aspects. In
my conversations with the authors, the issue of the intuitive choice of
medium was discussed as a central element that will later manifest itself
in the contents, characteristics, and decisions that affect an artist’s future
creative path.

The process of manipulating the clay — the initial medium — and
transforming it into a receptacle is the continuation of our “extension of
ourselves” (McLuhan). Ourselves as human beings in the physical body
and in our spirit. A form/receptacle has a presence in space, has content
and meaning in reality. As such, it also has social, psychological and
cultural effects. Ceramic shapes are distinguished by being hollow — they
are constructed out of their internal space, a space that the artist creates
and whose effect is seen on the surface. Their creation is a dramatic
play on the internal/external, a game of controlling and letting go, a
presence that changes with the slightest touch or pressure, it involves
risks, creating a dialogue, asserting positions and taking decisions. The
result is an object/essence composed of an inner space, a partition/
wall/shell, and the presence of an object in space. The deconstruction
of the material-ceramic object into its various formal components is
an essential starting point for developing and expanding its material,
formal, and functional boundaries. This is how new insights are gained,
contents are deepened, and artistic connections are forged.

It was above all through my encounter with and observation of
Japanese ceramics that I came to these understandings. The tea bowls of

the Japanese tea ceremony are designed in accordance with the aesthetic



Between Mud and Shard

Rina Kimche

My meeting with the Museum of Art, Ein Harod, and with the curator of
my exhibit, Yaniv Shapria, threw into sharp relief my own identification
and deep connection with clay as a medium, as well as with the form of
the vessel/receptacle as a concrete, metaphoric, and conceptual form.
My roamings between mud and shard seem to me inexhaustible, and
irreplaceable. Clay in hands is an extension of the body, and the vessel
1s a shape that both contains and represents a whole world. I would like
to say a few words about clay, addressing it as a medium and a starting
point in a way that may encompass and shed light on further aspects of
my works.

In his book The Artistic Medium, Gideon Ofrat points out the
philosophical, psychological and metaphysical planes that underlie an
artist’s choice of medium. He surveys the various approaches to this
issue throughout history and finally arrives at the contemporary era
and the work of the Canadian theorist Marshall McLuhan, with which
Ofrat identifies. In his books Understanding Media: The Extensions of Man
(1964) and The Medium Is the Message: An Inventory of Effects (1967, with
Quentin Fiore), McLuhan argues that every medium 1s an extension of
ourselves, and this extension has effects, both personal and social.

Intuition is what drove me to choose clay, in an entirely unconscious
way (though, of course, various rational explanations could be given).
With time, and as the years went by, I realized how deep and fundamental
this choice had been and how closely I identify myself with this clay and
all of its permutations. In the chapter “The Art of Clay — Between Eating
and Sacrifice,” Ofrat offers an in-depth, highly knowledgeable analysis
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in the master’s studio through a direct, full-life experience. It is the most
un-academic leaning experience imaginable: in the mixing of home and
studio, in the aromas and flavors of the cooked dishes, in the rhythm of
things, in the personal working methods, in the endless conversations.
Each of us went her own way. I began my studies in the Department
of Ceramic Design at Bezalel and was swept up in the academic
requirements and the burdens of everyday life. Over the years, a
connection was maintained with a lot of mutual appreciation. Each one
sailing off on her own journey. As she prepares for the present exhibition
of her work at the Ein Harod Mueum of Art, Rina gets in touch: “I need
someone who will know how to write about my works and put them in
context from a perspective that contains knowledge of ceramics,” she
says. I agree to write, and arrive at her studio in Kiryat Tiv’'on. The
visit stirs up old memories, and I explore with myself what I might write
about Rina’s works. I decide to leave to others the task of analyzing
them. I prefer to write about my experience in her studio and to place
this experience in an inter-generational context: my own relationship
with Rina as the relation between two generations of ceramicists.
When we met, Rina was an important member of a second generation
of established ceramicists who had developed an independent artistic
language. My own belonging to a “generation” of any sort began back

then, with my presence in Rina’s home and studio.

Conversation with Rina Kimche, 2014.

Ashton, T. S. The Industrial Revolution, 1760-1830. London and New York: Oxford University
Press, 1968.

De Wall, Edmund. The Hare with the Amber Eyes. New York: Farar, Straus, and Giroux, 2010.

Kimche, Rina. “Bernard Leach 1887-1979” [in Hebrew]. 1280°c: Journal of Ceramics 11, 32-35.

Leach, Bernard. A Potter’s Book. London: Faber and Faber, 1976.
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of the twentieth century. The theoretical tools articulated by de Waal
allow us to understand Kimche’s work by dismantling and expanding
the boundaries of such terms as ‘traditional’ and ‘contemporary,” ‘folk’
and ‘high,” ‘conceptual’ and ‘utilitarian.” Only a blurring of the lines
between these terms and an understanding that folk art is high art and
vice versa, that the utilitarian is conceptual and vice versa, allow us to
decipher Kimche’s work and comprehend the entirety of her present
activity.

The unique time spent with Rina in Jerusalem drew to a close.
The Debel exhibition opened. The date of my enrollment in the army
marked the end of an experience that had something of the air of an

old-school learning environment, in which the student learns the work

192



193

as the field re-examined its way after the identity crisis triggered by the
industrial revolution. Written from a position of deep appreciation, the
book explores the central values of pottery as a language of popular or
traditional art and as an independent language. Leach emphasizes the
intuitive conception of the ceramic object and the need to examine it
as a “living entity” with “human qualities” such as a character, vitality,
touch, etc. He also underscored the importance of the experience of
encountering the ceramic object while challenging Western analytic
thought and adopting East-Asian cultural values. The son of British
parents, Leach was born and educated in China, and throughout his
life maintained professional and personal ties with colleagues in China
and Japan, like Shoji Hamada (1894-1978) and others. He is considered
a prominent intermediary between Western and Eastern cultures, and
as such, has had a profound influence on Western ceramic art: he was
the Westerner whose work was shaped by the material traditions and
worldviews of the East, which draw on Zen and seek an immanent
balance and the acceptance of chance and coincidence. For Leach and
the artists influenced by him, these views formed as an antithesis to
industry and its modern by-products.

Today, Edmund de Wall (b. 1964), widely considered to be Leach’s
prominent follower, is a highly influential ceramicist. His book 7T#e
Hare with Amber Eyes is a material historiography (or a historio-materio-
graphy) of the art collections passed on in his European family since the
early twentieth century, whose centerpiece is a collection of Japanese
netsuke miniature sculptures purchased by a relative. De Wall examines
the cultural value of objects and the reflection of the material culture
in personal and historical events. The object, for him, is a carrier of
cultural, technological, historical, and personal information. He poses
questions about our relationships with works of high art and folk art, and
with their creators. The objects passed down through the generations of
his family emblematize “the colonialist history of the materials” and

shed light on “the history of the objects” within the historical events



again and look at the work and to connect with it always from a

place within the heart.

For me as a young observer, connecting to the agricultural dimension of
Kimche’s work was natural. I come from an agricultural background,
and my meeting with Rina followed a youth that consisted in hours
upon hours spent in nature — in fields, in orchards, in the cowshed. The
essence of this period of my life revolved around a loaded experience
of realizing the fantasy: the girl from the kibbutz driving the tractor and
milking the cows, but also doubting, asking questions, and challenging
norms. Work tools and containing tools were blended together for me
with a clarity that required no interpretation, as was the yearning for the
abstract, for the artistic language. In this context, I think of the masks
that Rina created for the exhibition at the Debel Gallery as heralding the
tendency to articulate a fine line between the utilitarian and the artistic
by creating expressions that are both abstract and expressive. The masks
suggest at once a sense of unease and a certain balance, pointing to a
desire to address existential situations, to interpret a secret, to explore
human essence. They seek to join mind and matter in a manner that is
both conceptual and primordial.

But at the same time, Kimche does not abandon the tool and the
receptacle as the starting point and the root around which the never-
ending search unfolds. Alongside her search for a new language, she
embodies an experience that has deep roots in the fundamental questions
of Israeli ceramics: What is Israeli ceramics? What makes it such? Is
it possible (in the nineteen-eighties) to move beyond these questions?
Is it possible to create in a universal language? what lies between the
utilitarian and the sculptural (the word ‘design’ was not yet common in
the discourse)? Is there a way to build a bridge between them?

In the nineteen-forties first appeared the highly influential A Potter’s
Book, by Bernard Leach (1887-1979). Leach is one of the potters who

has had a decisive influence upon ceramic art in the twentieth century
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their works and the influence of Rina’s time with Grossman are evident.
Rina’s works from the nineteen-eighties embody the complexity of an
artist who 1s loyal to a language that foregrounds the ceramic material
itself, and who is trying to make her way as a plastic artist. She encounters
the difficulties of an artist attempting to create a bridge between two
fields: the material field, and the conceptual and critical field that came
to dominate Israeli plastic art beginning in the nineteen-eighties, as the
local art world shifted from modernism to postmodernism. Kimche
clings religiously to a materiality that would go on to be rejected by the
art field up until a decade ago. To my mind, her work in the nineteen-
eighties embodies this complexity — the attempt to break through the
glass ceiling (or the material...), but at the same time to use it as a shield.
The break with Grossman marks a change.

In the nineteen-eighties, Kimche is a representative of a generation
that is in dialogue, on the one hand, with the meanings that lie between
land and localism, and on the other, with new and international trends.
storing containers and agricultural tools are an integral part of the
formal repertoire that influences her use of the material and the formal
world that she explores, investigates, and creates. Tools for processing,
containing, and working the land are sources that she draws upon and
often combines. In a conversation about her sources of influence, she

explains:

Some of the members of my family on my mother’s side were
farmers from Russia. A large part of my childhood was spent
with them, at their place in Moshav Merhavia. In many of my
lectures I referred to my work in ceramics as agricultural work,
not only because of the connection to the land, to earth, but
mostly because as a ceramicist — as in agriculture — I need to be
there. To be present and to supervise the processes: to make
sure the works don’t become too dry, to control the rate of their

drying, the moistness, is it hot or cold, etc. [I need] to return



search, whose origins lie in the local hues that characterize the tradition
of Hedwig Grossman (1902-1998), in the ancient and material qualities
of the works of Yitzhak Danziger (1916-1977), and in the joining of these
elements to primitivist influences and to a personal mode of expression.
I felt a sense of identification and awe in the face of this encounter,
which also provoked within me many questions.

Kimche represented an in-between generation trying to find its own
way: on the one hand, a student of Grossman in the nineteen-sixties —
she had studied in the workshop of Grossman and Rudy Lehman (1903-
1977) in Givatayim — and on the other hand, searching for a new

personal language. She recalls:

The truth is that the atmosphere in the studio and the meeting
with Hedwig and Rudy influenced me deeply. Their total
devotion to Art. Their precision and commitment.... At the
time, I referred to the scene as a sacred service taking place in
some sort of special sanctuary, with students as priests serving
in a religious capacity. We were preparing for our initiation.
The students were totally devoted to Hedwig and Rudy, and
committed to the studio and the work. Among us were artists
such as Gedula Ogen, Moshe Shek, Doron Bar-Adon, Shoshana
Hayman, Amnon Israeli, and others. Today it sounds a bit
overblown, but they were very radical and they sanctified art.
The conversations in the studio and in the kitchen were only ever
about artists, art, and cultures. Where I came from, no one knew
or cared about these things, and about me the family thought
that the child should just be allowed to play. She’ll get over it...

Later on, I also took on a total commitment.

At some point, Grossman accused Kimche of being “spoiled” and
of having seen “too much art in the world.” Their personal ties were

severed, but with the perspective of time, the stylistic affinities between
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Being Present

Shlomit Bauman

I met Rina Kimche in 1981. We are separated by a little more than
one generation. At the time, a few months away from my enlistment
in the army, I was like a hovering satellite. I had recently completed
my studies in the ceramics workshop at the Tel-Hai Arts Institute, near
Kiryat Shmona, and having grown up far from all urban and cultural
centers, in Kibbutz Amir in the Upper Galilee, was eager to expand my
horizons. Going against what was then most usual and customary in the
kibbutz (I was supposed to stay in the kibbutz and work in the cowshed),
I accepted Rina’s invitation to work as her assistant in preparing an
exhibition of her work at the Debel Gallery in Ein Karem. At the time,
Debel was a prominent cultural institution in Jerusalem, an established
gallery of Israeli and International art, and Rina, crossing the lines that
still typically separated ceramics from art, was about to present her
unique works of ceramic art there.

I rented a small room in the Jerusalem neighborhood of Nahlaot,
and reported every day to Rina’s picturesque house in Rehavia. The
experience was all-encompassing: Jerusalem by day and Jerusalem
by night, the chill of the stone, hot herbal tea sipped on mattresses in
teahouses, a Turkish bathhouse, pubs, the Old City. At Rina’s: materiality,
health food, wooden furniture, rugs, a studio and home blending together
without boundaries. Confusing and complementary sights: from a
hypnotizing abstract to vessels, which were sometimes disturbing; from
the practical to the sculptural; many receptacles; the color brown; from
the archaic to the modern. I encountered an atmosphere of ambivalence

and an endless searching for a material truth. This was a deeply-rooted



definitely a face yet calling to something almost pre-human, disturbing
Clay is arguably humanity’s oldest material. As such, in the right hands,
it has a resonant voice. Rina lets it speak. She has a knack, particularly
in her masks, for letting clay’s innate nature speak for itself, with minimal
intervention. So the handling and surface treatment is spare: a crease
or a fold, a tear, a puncture — these gestures become eloquent in her
hands, but we, as engaged observers, are challenged to step in with our
own interpretations. ‘Decoration’ is definitely not for her. She does not
do ‘obvious’: we have to work (and so we should). Surface and form
have to combine to an integral whole and this for me, especially in
the masks, alludes to our own interior and exterior lives. Perhaps her
work is an act of integration, or secking wholeness, in a disjointed and
often threatening and unstable world. We cannot exist in isolation from
exterior events, much as we may want to. I, too, am acquainted with the
desire to take material to the brink of destruction, to push ‘to the edge’
in search of a truthful representation of the inner life.

We are complete beings, capable of a broad spectrum of emotional
experience. Rina Kimche, it strikes me, is not afraid of this. Rather
than containing her enquiry with clay to the safety of a ‘style’, she is an
adventurer who has the courage to invest of herself. In the results, we
get a glimpse of our collective mask, and perhaps the courage, the quiet

assurance, to look behind the facade, fearlessly, to ‘where the person is.’
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Quiet Assurance / Where The Person Is

Gareth Mason

It 1s an interesting challenge, being asked to write something about a
fellow artist’s work. All I have is my impressions and I want to trust them
for this introduction, because I do not know Rina Kimche well, nor can
I claim to be an ‘authority’ on her work. She and I met in 2009; we were
both speakers at an arts symposium in Izmir, Turkey. I was immediately
struck by the warmth and integrity of her interaction with her fellow
artists. Our conversation immediately went to the heart of the matter,
in regard to work. We discussed the experience of being an artist and
the role of feeling in art. Her quiet assurance is an unusual quality. In
northern England they say of a genuine person that there is no ‘side’
to them, and this is true of Rina; she is concretely ‘there,” present and
unguarded. Rina’s presence has the aura of truth, a life lived; of trust. I
knew I'was in the presence of someone who was not swayed by common,
facile interaction. There was a penetration to her look and a fearlessness
in her willingness to engage issues, which I found both fascinating and
moving. We never know who our teachers will be.

As with Rina, so with her work. What is this quality that arrests me
when I look at it? I recall her speaking of the place ‘...behind the mask,
where the person is’. And there is much of this apparently unassuming
— but one senses deeply felt and deeply lived — probing to her work.
An object that could be a ramp or a section of a maze... a thinly veiled
sense of threat or claustrophobia, oddly haunting. An enclosed, tapered
lozenge-shaped form; punctured, rusted, abused by time or violence...
a vacant chrysalis or remnant of some long lost weapon? A vestigial

‘tool’ of ambiguous utility, warped by an unknown force. A face, which is



(echoing various kinds of restrictions on speech) is also the responding
mouth: finally, the mouth externalizes, the mouth creates, no longer
functioning as a crack or wound that becomes sealed up like a scab. A
big mouth, a contrarian mouth; the mouth that eats (the mouth that ate
the “showbread,” lechem ha’panim) is now the mouth that emits.

It seems that Rina Kimche has moved from the level of existential
consciousness to the more profound psychic-theological level, that of the
Jungian archetype of the “trickster” (“Archetypes” is the name the artist
gave to a central group of her more archaic, abstract masks, the ones
that feature a narrow widthwise slit, or nothing but a single puncture);
that her masks have become clown faces — but demonic clowns, clowns
that are also spirits and other supernatural forces that wreak havoc on
our norms of consciousness and of morality. And as a consequence,
Kimche’s passive, suffering masks have become active masks, masks that
jeer and “stick their tongue out” at fate and at God.

But then we discover the shroud-masks, the masks of a face bandaged
in white strips that repeatedly seal the head, the expression, the traces
of organs and the voice, dooming the face to burial. And it is then we
realize that the carnival was the laughter before the final silence, and
that the defiant and mocking tongue was in fact directed by the devil at
a man and God who breathe their last together in one long, winding,
visual-ceramic requiem.

We have returned, then, to Rina Kimche’s “Temple,” where we stand
facing the table of lechem ha’panim, and pronounce: Rina Kimche comes
to the sacred like a sacrificing priest, but more than sacrificing — she is
being sacrificed through the prism of the human condition. Her masks,
her loaves of lechem ha’panim, are a lamentation, but also a provocation

and a rebellion directed at the heavens.
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holes might call to mind the High Priest’s breastplate (are we back in the
Temple?)... but the covered eyes are, as we said, the dead eyes. And is
this not the same Rina Kimche who designed an installation of ceramic
“Geniza” sculptures, all of which are Holy scriptures doomed to burial?
Indeed, this is what we are discussing: the burial of sanctity.

Masks and death: in 1977, during her mother’s final days, at the
height of the pain and emotional turmoil, Rina Kimche created a mask.
She cut into the face, the mask being like a silent cry, mouthless, face to
face with oblivion. From this mask would be born in 1982 an exhibition
of Kimche’s masks at the Debel Gallery in Ein Kerem, Jerusalem. Not
long after that, the artist would already cast “death masks” on her face
and rework the mold of her face into the shape of a bird.

And so, if Rina Kimche’s masks take on an animal face, it is simply
because the regression to the bestial is but a further deterioration of the
a-sprituality and anti-sublimity of the human condition represented in
the present series. And if, after all, for a brief moment, the string of
transformations applied to the masks reveals a piece of a receptacle,
which holds a kind of “head,” what is the message of this head if not
unsightliness, disease (the face as a malignant growth). For indeed,
before she was an artist, Kimche served as a hospital nurse and often
encountered the marks that illness left upon the faces of patients —
swelling, diminishing, wounds.....

Yet Rina Kimche has not given in to despair with her masks. In
a dramatic, extreme, and surprising move, she has crossed boundaries
and genres, moving from tragedy to comedy, from the existential side
to the “other” side (sitra achra): she has crossed over to the demonic
and exchanged the masks of the sacrificial victim with the masks of
the carnival: here she sticks out a long, black tongue; here a fleshy red
tongue (even if it emerges from a distorted face, even if the eye is spilling
out); here she blows a bubble out of the mouth of the mask (yes, most
of these “comic” masks have a “proper” anatomical character); here

she spews a surprising plate out of the mouth. Here, the blocked mouth



free of the eye-ear-nose, with only the mouth at their bottom. And if a
mask was “stoned” by rounded rocks, the mouth is still agape, crying
out in pain. And even in the masks’ most abstract incarnations, the
tension with respect to volume and color lies between the minimally
stylized overall head, and the “mouth” (as an omission or a protrusion
of varying degrees of stylization). And look at the mask with the pair
of hands prying the mouth apart, as if to enlarge it (here the nose and
eyes are present). The self-torment is also the attempt to amplify the
desperate voice. Only rarely will Rina Kimche approve the other sense
organs, like a Pinocchio-style carrot-nose in a colorful mask.

From here, there is no return: the tireless effort to take on a face, to
assume a human character, once again casts the masks into the realms
of suffering and annihilation, and the face — time and again — is cast as
the victim of a merciless God who abuses his sons and daughters. And
when we recall again the promise of “man in the image,” we wonder:
do these masks represent a portrait of the wounded and defeated God
no less than they represent the tormented man? In other words, is the
ceremony we are witnessing a burial ceremony for man and God alike?
Rina Kimche herself, after all, has named her masks “hester panim” (a
term that refers to the concealment of the face of God), recalling Moses
looking up at God as he stood there in the cleft of the rock (“and you will
see my back; but my face must not be seen.” Exodus 33:23).

You will say: a mask is not a face. A mask is a face substitute, a fictional
image, a theatrical prop. Yet these are not Rina Kimche’s masks, since
we are dealing here with masks of death, masks that seem to have been
cast directly on the human face. That is to say, these masks are precisely
the face itself, our face. Look at the mask that is sculpted in a classical
format but whose eyes are covered by a perforated, rectangular ceramic
unit, like the slabs of clay with which the ancient Egyptians used to cover
the eyes of the dead. Death sculpture, as we said. And in another mask
sculpture, the square mouth opens wide out of the black face, while

the eyes — again — are covered by the same rectangular surface, whose
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cast clay into it, and again resurrect entities whose organs are effaced
and who appear to be groaning under her fingers.

Let us return to Kimche’s “bakery.” The fate of lechem ha’panim is
dire indeed: the mask reveals a squashed and battered face that has
lost its humanity, a face whose few features have been buried under
various distortions; and what was momentarily glimpsed is doomed to
return to the primordial glob, yet not to the initial, peaceful one, but
rather to the one covered entirely with fresh injury and bruising. We are
reminded that in 2099 Kimche held an exhibition titled “Aesthetics of
Destruction” at the “Basis” school for sculpture on the premises of the
Hadassah Neurim Youth Village, near Beit Yanai. It featured quite a few
masks, which were none other than contorted rocks ravaged by time and
other harmful elements, which look at once like catapult rocks and fossils
of burnt and severed heads. It goes without saying that these ceramic
lumps of “rock” are absent all facial features (save for traces of a mouth),
since the swelling and the injuries have erased every human sign. And
here we have the “rising” of “lechem ha’pamim” from Rina Kimche’s
kitchen: the swelling of a battered face.

Nevertheless, there is a desperate effort to preserve the “image,” to
establish the humanity. For the mask does exhibit the basic character
of a face and hair, even if only in contour. Most of the sense organs,
however, are missing from the masks, except — in some cases — for eyes,
and especially — a mouth. Since even when the mouth has become little
more than another wound among the many wounds that eat away at
the face (and are not the eyes of the mask but two more sores?), still, the
mouth is the protagonist of these masks. From one mask to the next, the
emphasis i1s on the mouth: several of the masks are like an oval bowl,
at the bottom of which, above the “chin,” a tiny mouth is split open.
There is no gaze, no attentiveness, no smell. A mouth, only a mouth.
For eating? For crying out? The bowl seems to suggest accumulation,
mostly likely of food. Other masks are more archaistic, donning some

sort of hat or else abstractly delineating a hairline, and in case — still



Just as much as Rina Kimche’s “Masks” series constitutes a bitter
and penetrating existential confession, it confirms a “poetics” of ceramic

creation: the ceramic act as the creation of a golem and an act of baking:

A hand and earth. The kneading is essential. The hand that
holds the earth. Not a chisel or a hammer: a hand and earth. It
is the child playing with his feces, the adult kneading the dough.
The origins of the connection to the world of food are already
present here. [...] The act of swallowing is an essential part of
the medium of clay. The need to eat is a fundamental aspect of

the art of pottery.?

And at the same time, the ceramic creation, Rina Kimche tells us in
her “Masks,” is a battle of the titans between the urge to create and the
powers of destruction and emptiness. Beyond its psychological functions
as a “persona,” the mask 1s, as we know, a basic accessory of tribal rituals
designed to drive out evil forces. The artist, it appears, seeks to banish
existential demons — hers, ours — by designing her masks, a shaping that
1s also, as described above, a ritual of “baking” for a festive meal. And
in case we have forgotten: the original meaning of “chag,” the Hebrew
word for “festival” or “feast,” is “sacrifice.”

In the early nineteen-sixties, between her studies with Hedwig
Grossman and her enrolment at the “new Bezalel,” Kimche spent two
years in the Ivory Coast, in West Africa, where she experienced many
masks —1in the urban markets, among the local tribes, and at the museum
in Abidjan. Decades later, she would take a wooden African mask with
only two small holes for eyes and a straight and narrow mouth-crack,
turn the mask over, and cast clay into its concave side. When the face
was extracted from the mask-mold, she would find herself shuddering

and shedding years. And she would return again to the same mask, again

3 Ofrat, “The Art of Clay,” in Kan, Jerusalem: Omanut Yisrael, 1984, 162.
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In the beginning was a flat, round glob. A tiny puncture at its bottom
might suggest a mouth doomed to muteness, but without any further
details — no eye, no ear, no nose: a human face at a very primitive
developmental stage. A blind and deaf human presence, a passive
existence, helpless against an unintelligible world. And the big question:
will lechem ha’panim rise? Will the sacrificial victim yield? Will the glob be
elevated to the status of holy bread? Will organs develop in this moon-
like mass, this passive, nighttime, feminine lune?

The unity of bread and the human body is well known to us from
the Christian tradition, but also from Israeli artworks.! We are also
familiar with the coupling of dough and the female body. At its root, the
principle of dough-rising is akin to the principle of pregnancy. On the
metaphorical level, the baking woman is the woman giving birth.

The alliance of woman and bread: the loaf of bread that Efrat
Natan tied to her naked back in 1977; the dough-shirt she rolled out for
herself in 1973; Orit Raff’s 2005 photographs of bakeries and ovens;
and more.? And now, Rina Kimche’s “dough” masks.

Lechem ha’panim 1s baked 1n the artist’s oven. Behold: two eyes have
emerged in the unspecified glob (defeated eyes: what have these eyes seen
that has so devastated their appearance?), the puncture of the mouth has
become a crack (narrow, bitter, blocked), the circle of the face has become
an ellipsis. Yet the nose is missing, as are the ears: the creation has been
maimed, the face did not succeed, and the “mask™ marks the face of the
dead more than the face of what is yet to come. And behold the scar
that runs the length of this “face”; and the traces of the oven firing: a
face that holds the memory of a disaster. And yet — a face of stupidity, a
potatohead, from which the spiritual and the intellectual are very far. And

whose humanity —its “in the image” — is nowhere to be seen.

1  Gideon Ofrat, “Bread of our Life, Bread of our Death,” posted December 2009.
https://gideonofratwordpress.com/2010/12/23/1anM-0AY-11"r-0n>

2 For more examples, see Ofrat, “Bread of our Life, Bread of our Death.”
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Lechem Ha’panim

Gideon Ofrat

She has sculpted in ceramics many a container: pitchers, receptacles,
bowls, flowerpots, ladles (a dustpan? An alter coal-pan?)...but once
she turns to masks, her point of departure is no longer the container:
at most, perhaps, a plate that holds an unspecified glob. In any case,
food preparation. For the point of departure of Rina Kimche’s masks
reminds us more of a round, flat piece of dough about to be pasted
onto the sidewall of an outdoor clay oven. A kind of crude pita or —
given its perforated texture — matzah; poor people’s bread. Either way,
the artist has gathered us together for a festive meal, at which we will
be fed our daily bread, the bread of our life, the “showbread” (lechem
ha’panim, literally “the facing bread” or “the bread of the face”). A poor
man’s feast, sadly. No wonder she has recently even begun sculpting
with dough.

‘And thou shall set upon the table showbread before me always”
(Exodus 25:30). Lechem ha’panmim: twelve unleavened loaves of challah
baked from semolina flour and placed every Sabbath day in two piles on
the showbread table — lechem ha’panim — in the Temple. Lechem ha’panim:
perhaps an indoor/inner bread (lechem ha’pnim)? Or is the reference
rather to the human face, meaning a bread that rises to the size of a
handbreadth, which is the minimum size for the human face: “a face
1s not smaller than a handbreadth” (Talmud, Mas. Sukka 5a). And why
not both of these at once: the human face and internalness?! Indeed,
this is precisely Rina Kimche’s creative journey in her “Masks” series of
the last decade — a transformative material and mental journey, a long

journey into the existential night of the image of man.
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clay, whereas their materiality comes from the melting of different
organic materials that disappear in the firing but leave traces. This effect
1s enhanced by the firing of the works at a high temperature, a process
that affords them an earth-like patina and a furrowed texture that calls
to mind desert sand and rock deposits.

Kimche’s inquisitiveness and erudition, her varied sources of
reference, her interest in cultural uniqueness alongside universal unity,
and above all her creative freedom — all these are woven into the tradition
of ceramic art while retaining the ability to break out beyond the
tradition’s boundaries; into the tension between the object’s functionality
and the metaphoric meaning it is designed to evoke. This also accounts
for the great significance that she attributes to the image of the mask in
her creative world. From the early nineteen seventies and on, Kimche
has consistently tackled various representations of masks that attend her
“different” work: masks as a figurative image and a universe parallel
to the principle of the sculptural container around which most of her
works are created. A container that represents the optimistic element
of life, related “to food and drink, to birth and rebirth, to alchemy, and
to embracing the spirit of man,” as she writes. In these parallel axes
also lies Kimche’s great contribution to the expansion of the ceramic
medium, her work allowing it to exceed its own boundaries; allowing it

to make a statement about man’s place in the world.
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local dimension of Kimche’s work and its multicultural and universal
element is also the ground for the pronounced sense of discomfort and
rupture that attends her work. In the 2003 exhibition “Off White,” she
presented a sculpture installation that featured a burnt-out house and
a fence assembled from long ceramic rods in different shades of black,
and alongside them dark representations of cypress trees and an image
of a tomb. The images in the exhibit were intended to suggest origins in
archeology and national history, in a present reality of destruction,and
in the collapseof social values. These became the objects of memory, of
warning, of an expression of anxiety, concern, and deep sorrow, as the
artist wrote in an accompanying text.’

In a later exhibition, ‘“Aesthetics of Destruction” (2009), she
presented crude and twisted pieces of raw material in shades of brown,
which received the title “Severed Treetops.” These dark lumps resembled
ancient desert rocks, whereas for Kimche they were truncated olive,
cypress or fig trees. These works, which were displayed both as separate
units and piled one on top of the other like a kind of totem pole, were
intended to evoke a sense of disintegration, revulsion, and destruction,
the formal expression affecting the viewer with a paralyzing force and
at the same time an anxiety provoked by the sense of unravelling that
seeps into the viewer’s unconscious. The abstract and ambiguous shape
of these rock-like treetops was carried over into other series of works
by Kimche, including “Boats,” “Fields,” and “Tree Scabs.” As in other
cases of her work, these works, too, associatively recall some of her
earlier series and seem to continue or expand on them. The boats echo
containers, the fields are in dialogue with the early desert landscapes
from the nineteen ecighties, and the severed treetops call to mind the
Geniza instillation. Their energy and sensuality of these works draw

their force from the hand-kneading and impressing of fingers into the

9 Rina Kimche, exhibit text, the Art Gallery the Yad LaBanim Art Gallery, Kiryat Tiv'on, April

2003.
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yet when we propose before someone to build an object that does not
resemble a dog or Noah’s ark or some well-defined topic such as ‘Genesis,’
he is dumbfounded?”® It seems that Kimche draws on similar sources,
and in her later works also invests current meanings that attest to her
close attunement to the changing place and time. A list of associations
jotted down on a scrap of paper sheds light on her late interpretation
of her “Folds” and on the way in which, for her, they represent shifting
worldviews: “structure/shelter, yard/fence, a space or frame that have
an exit, animal pens, pens for human beings, fortresses, bunkers, bomb
shelters, underground escape routes, trenches.” Indeed, in her “Folds” of
recent years, the typically rounded and open shapes have become angled
and closed, the final result resembling a kind of miniature architecture
model. These are statuettes that can easily be viewed also as a gathering

tool or an aqueduct.

Aesthetics of Destruction

The heightened awareness to disturbing ecological changes and to a
complex social reality form the backdrop to expressions of unrest and
rupture that fist appear in her work in the nineteen nineties. It is then
that she began working on such series of works as “Birds of Prey,” “Fruits
of War,” “Bouquets (Gifts), “Burnt Planks,” and ”Geniza,” which have
been shown in various solo and group exhibitions. For Kimche, the
installation “Geniza” (2000) is related to the preservation of ancient
knowledge, whether in writing or in sculptural form. It consists in rolls
of material of different sizes and textures, some wrapped in cloth, laid
out side by side like a rare archeological finding or a secret treasure. This
group of works also includes small jugs that may have been designed

to hold coins or other decorative objects. The tensions between the

8 Yitzhak Danziger, “Painters and Sculptors on Abstract Art,” Lamerhav, Oct. 2, 1959.



movement of water. At the same time, the basins are also closely related
to the sculptural vision: “In these basins, the viewer cannot but identify
the shapes of whirlpools, womb-like, feminine shapes, as well as the link
between the inside and the outside. All this with a minimal use of color
and while maintaining the character of the material.”’

Other, later works that relate to collecting, organizing, and
circumscribing, are those that are included in her series of “folds.”
These works are entwined with Kimche’s early childhood memories
of family visits to Merhavia, where her attention was drawn to the
cowsheds and the sheepfolds. Later on, it was the images of goats in the
Judean Mountains herded back at night into pens enclosed by wooden
rods or into the shabby shacks of Bedouin settlements. These works are
mostly limited to black and white colors, which recall the projections of
light and shade that bring their geometrical shape into sharp relief. In
another sense, these works offer a formal meditation on the theme of
the fold, an entity that is both open and closed, functional and pointless
in its sculptural essence. In other versions of the fold, it resembles in its
shape and dimensions earlier incarnations in Kimche’s work, including
receptacles and aqueducts. Her interest in these topics is influenced also
by the sculptures of Yitzhak Danziger, whose works from the nineteen-
sixties feature themes of sheep, folds, and water conduits. Through these
works he sought to explore types of vernacular building and modes of
settlement of the Bedouin population of the Negev, which were based
on makeshift tin shacks and the use of wells, water conduits, and sheep
and goat pens. Calling these works “landscape structures,” Danziger
also addressed their abstract dimension, explaining that the abstraction
is that which enables him to neutralize the romantic dimension of the
work. “Why do we call a particular space ‘landscape’®” Danziger asked,
“Why is it that we are accustomed to speaking without hesitation about

concepts so abstract as ‘a moment,’ ‘associations,” and the like, and

7 Rina Kimche, exhibition handout, Periscope Gallery, Tel Aviv, July 2000.
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to provide it.”® During her stay in Japan in 1991, Kimche was again
exposed to symbols of water, including whirlwinds, spirals, waves, and
flow, as well as to various motifs associated with Japanese culture and
the Shinto religion and designed to represent abundance, power, and
a connection to the element of water in nature. Kimche’s perception
of this symbolism was further enriched, and from a different direction,
by her meeting with the master craftsman Prof. Richard Hirsch in
1997 and the acquaintance with his work and theory. She describes
her participation in a workshop with Hirsch as a pivotal moment that
provoked in her a new creative outpouring In the workshop, Kimche
was asked to make a series of scoops — a prompting that that yielded
utensils of a kind that broke with her earlier creations and were
characterized by an asymmetry and a distinct un-functionality. Her new
insights led to the creation of further series, including “Storing Vessels,”
“Work Tools,” and “Gathering Tools,” which seemed to complement
her earlier work by expressing a different aspect of the culture of use of
the ceramic utensil. By this time, a change was already evident also in
the color scheme of her works and in her treatment of their surface, as
the result of her experimentation with new materials and adoption of
new techniques.

]

A different series of her works, “Water Stones,” is characterized
by a hollow voluminousness that resembles the rise and fall of tidal
movements. Each work has a narrow opening that turns the stone-wave
shape into a receptacle of sorts. The series “Basins,” by contrast, is based
on spiraling and snail-like shapes that are an outcome of her encounter
with some of the cultures of East Asia, but which now carry connotations
of desert aqueducts. These “basins” were displayed in the exhibit “Dry
Water” (2000), a title that suggested an extended observation of desert

crevices, valleys, and gorges whose forms have been shaped by the

6 Raphael Patai, Water: A Study in Palestinology and Palestinian Folklore in the Biblical and
Mishnaic Periods, Dvir Publishing House, 1935, 3.



play on the internal/external, a game of controlling and letting go, a
presence that changes with the slightest touch or pressure; it involves
risks, creating a dialogue, asserting positions and taking decisions.”

The processes of abstraction in her work are themselves part of the
longstanding traditions that have guided potters throughout history:
an abstraction that is at once also a transformation of what can be
called a ‘vessel’ or more generally a ‘utensil’ into a symbolic object or
a sculpture. Kimche’s works from the nineteen-eighties, influenced by
the local climate and topography which she translates into landscape
forms, also reveal her affinities with local artists from outside the field
of ceramic art. One of them is Alima Rita, who in her prints since the
nineteen-seventies articulated a view of the local landscape through
abstract and basic shapes. “First, I look at the landscape and take in a
certain feature of a field, for example,” Alima explained. “I don’t paint
that particular field, rather I observe and investigate other fields in other
places and I take them in, too. In the end, I will paint the essence of all
of those fields.” Kimche, who had a friendly relationship with Alima, is
searching in her sculptural way for the same formal “essence.”

Another cultural-visual source that captured Kimche’s attention is
the preoccupation with the motif of water as the source of life. Raphael
Patai notes in his pioneering study that in the ancient world, it was water
that dictated rules and laws, determined people’s rights and obligations
with respect to wells, pits, springs and streams, and influenced the
articulation of religious decrees. “The earliest and most ancient of these
customs,” he writes, “are undoubtedly those that relate to drinking and
giving water to others to drink. The first and principal right of any

guest was to ask for drinking water, and the host’s first obligation was

4 Kimche in Shlomit Bauman, “Plank from a Burnt House” [in Hebrew], 1280°c: Journal of
Ceramics 11 (Winter 2004), 36-39.
5 Alima in conversation with Haim Ma’or, Alima: Prints, The Museum of Israeli Art, Ramat

Gan, 1990, 10-11.
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Storing Vessels, Work Tools, Gathering Tools

Kimche’s works from the late nineteen seventies and early eighties
already tended to be more sculptured than utilitarian, more abstract
than figurative, more metaphoric than decorative. In these respects,
her work emerges already at this early stage as distinct from traditional
ceramics and as tending clearly toward sculpture. Her works from those
years, including “Pools,” “Landscape,” and “Field Stones,” emphasize
local patterns of topography and landscape. Her preoccupation with the
local is manifested also in the materiality of the works, their earth tones
and their forms, which call to mind desert landscapes, valleys and bodies
of water. This also brought them to resonate with a sense of mythical
rootedness and of a virginal primal landscape.

But Kimche’s world was already also informed by universal cultural
attributes, which emphasized the power of form to express a spiritual
idea. This was expressed in her search for the “local” aspect of Jewish-
Israeli culture, and equally in her ties to other, distant cultures. Like Lao
Tzu’s saying that “We turn clay to make a vessel; But it s on the space where
there is nothing that the usefulness of  the vessel depends,”® Kimche also sets great
store not only by the image impressed upon the clay but also by the
space formed around or within it. This also allows us to understand the
spiritual and abstract dimension that she seeks to give her works,which is
manifested in her focus on forms that “contain” as the sources of various
different customs in the lives of human beings — these vessels function
as carriers of cultural-historic, intimate-biographical and material-
technical information. “My vessels are meant to be more than vessels,”
Kimche told Shlomit Bauman, “the vessels have to be taken one step
further, beyond themselves, beyond the volume. I wanted to cancel the
material, to cancel the pot.”* And in her own concluding comments in

this catalogue, she describes the work of the ceramic artist as “a dramatic

3 Lao Tzu, Book of the Way, chap. 11, translated by Arthur Waley.



of art. Kimche attests that her work alongside them evoked in her for
the first time a belief in the power of art as a way of life, and moreover,
brought her to the realization that this way of life suited her own
character and inclinations. The next logical station for her was Bezalel
Academy’s Department of Ceramics. At Bezalel, too, the emphasis at
the time was on using local, Eretz-Yisraeli materials, relying on earth
tones, and drawing inspiration from local archeological artifacts. The
department was headed by Gedula Ogen, who alongside artists such as
Siona Shimshi and Lidia Zavadsky also promoted “ceramic sculpture”
as a discipline distinct from traditional pottery.

Another milestone in Kimche’s journey is the meeting with Bill
Firschein, who would become one of her seminal teachers. An architect
by training, Firschein was a man of wide-ranging knowledge and
skills who had come to Israel from the United States and was among
the founders of design studies at Bezalel of the nineteen-sixties. His
activities included the establishment of study groups that brought
together figures from various different fields, among them Izika Gaon,
Martin Weil, Milka Cizik, and Raya Reclich. He taught various theories
of design (with an emphasis on Bauhaus), formalist values such as the
golden ratio, composition, proportion, color theory, and more. Kimche,
who was his close student and the one who translated his lessons into
Hebrew, treasures this time as a very significant period in her artistic
development. The ties with Firschein led her to pursue studies in the
United States, at the Haystack Mountain School of Crafts in Maine
(1968, 1971) and at the Cranbrook Academy of Art in Michigan (1971),
where she was introduced to new methods in ceramics, utterly different

from everything she knew and had learned in Israel.

216



217

of the ratios of various materials). Her mother, Fanya Falk, came from
a Zionist agricultural family that made Aliya after the Russian pogroms
of the nineteen-twenties and settled in Moshav Merhavia. Fanya was an
educated woman, who had studied at the gymnasium in Bialystok and
who in Mandatory Israel held a management position in the Jerusalem
postal service.

Upon graduating from high school, Kimche was accepted for studies
at the Hadassah Registered Nurses Schoolin Jerusalem. There she met
Dave Kimche, a diplomat and Mossad operative, and married him. His
various national missions and postings led her to extended stays and
studies in Europe and later in West Africa, where the couple spent a
year and a half, exposing Kimche to new cultures and ways of life. As
part of this exposure, she became acquainted with local art forms that
would come to play an important role in shaping her way of looking at
the world. Upon her return to Isracl, in 1960, she joined the circle of
students of the ceramicist Hedwig Grossman in the studio she shared
with Rudy Lehman. Grossman, who had studied ceramics in Germany,
sought to articulate local characteristics of ceramics and studied the
ancient ceramics of Eretz Yisrael as well as that of the land’s Arab and
Armenian native inhabitants. “Man was created from earth,” Grossman
used to say, “man and earth — a primal couple. Earth is the material,
the man who creates is the potter. Pottery is the mother of sculpture.
The vase i1s an abstraction of a figure, the figure of a person, plant,
or animal.”! One of the things Kimche recalls from those lessons is
Grossman’s and Lehman’s total commitment to their artistic work,? an

experience that has had a decisive influence upon her own perception

1 Grossman in Gideon Ofrat, The Beginnings of Israeli Ceramics, 1932-1962 [Hebrew],
Jerusalem and Herzliya: Beit Ha’omanim and the Herzliya Museum of Contemporary art,
1991, 162.

2 Helga Keller, Sculpture as Homeland: Rudy Lehman and Hedwig Grossman, their Lives

and Work [Hebrew], Tel Aviv: Hakibbutz Hameuchad Publishing House Ltd., 2005.



Cycles of Matter and Spirit

Yaniv Shapira

Origins

The encounter with Rina Kimche’s full body of work allows for a
weaving together of the various chapters of her oeuvre into a single
whole. A ceramicist by training, Kimche is revealed here as an artist who
moves between the different possibilities afforded by pottery, ceramic
sculpture and their various extensions. While the point of departure for
her work is always in the material itself, the inspiration for the work
is drawn primarily from observing life environments, from discoveries
of landscape and nature, and from a close study of different cultural
sources, ranging from East to West. These origins also produce the many
intersections in her works — between early and late, near and far, matter
and form, matter and content.

Rina Kimche was born in Jerusalem in 1934, her childhood and
adolescence suffused with the unique aromas of this city as well as with a
European atmosphere. She attended the Jerusalem Hebrew Gymnasium,
was active in the national scouting movement, Hatzofim, and spent much
of her free time at the pharmacy owned by her father, Lunya Yampolsky,
and his brothers. The “Yampolsky Brothers Pharmacy” was known as a
social and professional meeting place for members of various ethnicities,
religions and languages, as attested by the sign that hung on the front
door listing some ten languages, including Esperanto, that can be spoken
with the pharmacists. From those days in the pharmacy she remembers
learning how to concoct drugs, a skill that would prove useful in her

future studies in ceramics (particularly for the mathematical calculations
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Matter Clay Soil Dune Wadi Slope Crevice Tunnel Ravine Basin Well Hole Bowl
Spoon Scoop Cup Basket Hammock Rake Plough Harrow Field Furrow Sickle Wheel
Mandala Spiral Waterfall Aqueduct Channel Pipe Ditch Stones Pebbles Plots Trees

Crusts Boats Structure Folds Shed Shelter Fence Fortress River Water Lifecycle



oeuvre. Acknowledgements also to Moshe Mirsky, for his meticulous
catalogue design; to Haggai Rogani, who generously undertook the
task of copyediting; to Natalie Melzer for her skillful translation; to Ilan
Amihai for his scrupulous photography; and last but not least, thanks
to the staff of the Museum of Art, Ein Harod, for their ongoing and

committed work.
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Foreword

Galia Bar Or

The exhibition “Rina Kimche: Between Mud and Shard” is presented at
the Museum of Art, Ein Harod, with the curatorship of Yaniv Shapira,
and offers a fresh look at a significant swath of Kimche’s work in clay.

The exhibit and accompanying catalogue reveal a selection of her
works from the late nineteen seventies to the present with an intriguing
conceptual-formal-material range. The works are characterized by an
inventiveness and sensibility that challenge common concepts, such as
‘ceramics’ as a medium or ‘vessel’ as an object of clay sculpting. The
‘vessel’ that Kimche creates — more than it is a space that contains, it is
a vessel that transports or a basin retaining within it a temporality; it is
the diffusion of internal veins, vulnerable and delicate as sprouts, and it
is a vessel that has become a side wall that has become an entity in its
own right. Her masks — more than they cover up, they expose: an inner
texture, mental and physical, charged and falling apart, solidifying and
disintegrating. Rina Kimche’s work echoes the memory of movement
and flow, evidence of life forces that existed in another time. The space
it demarcates is a liminal space in which the exterior is the interior and
the form is the material.

Our deepest thanks is extended to Rina Kimche for her work,
sensual in the profundity of its meaning, conceptual in its reflexive
understanding of the medium, and moving in its humanity. Felicitations
and commendations to Yaniv Shapira for the new perspective opened up
through his astute and sensitive curatorship. Many thanks to the writers
Gideon Ofrat, Gareth Mason, Shlomit Bauman and Yeshaayahu Ish

Gabbai for their contributions, illuminating different facets of Kimche’s
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