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monday.com: The Neverending Illustration
Gal Bulka, Maayan Cohen, Ran Daskal,
Eden Foxiniano, Inbal Gery, Ori Greenberg,
Noa Kahana, Miri Kuntsman, Shelly Levavi,
Yael Rosen-Keren, Shany Yasmin

Curator: Yuval Saar | Art Director: Shy Inbar

The traditional poster format hasn’t changed since it first appeared on
billboards — rectangular, uniform size, printed on paper, in color or in
black-and-white — until the digital age came and changed everything.
The new medium has challenged the traditional static format because
it allows a new dimension to be added to the poster: movement,
or in other words, temporality. On the face of it, this is merely a
formal change, but in an age of information overload and jostling for
viewers” attention, the dynamic format allows creators to tell a short,
circular, unexpected story. It makes it possible to highlight the desired
message through a flexible and breathing typography and grid — be it
an Instagram story or the opening screen of an application.

For the Tell Me More exhibition series, motion designers and

1 monday.com is an illustrators from monday.com' took on the challenge
Israeli software company
that has developed a
work operating system of the series in three languages: Hebrew, Arabic, and
(Work OS) with which
organizations of any size
cancreate thetoolsand  on digital material on a daily basis, created animated

processes they need to . . .
customize workflows posters of uniform length — ten seconds — which play in

of creating moving-image posters featuring the title

English. The participants, who are accustomed to working

and manage every an endless loop on screens in the Museum lobby. They
aspect of their work.
worked singly and in pairs, and presented their personal
interpretations of the request “Tell me more” in a variety of visual
languages, inspired by newspaper clippings, hand-drawn doodles,
computer illustrations and so on. The movement added to the static
format allows them to tell another story, that expresses how an
illustration lives and breathes in the digital world.
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Binge
Shira Giladi, Sergey Isakov,
Aviv Katz, Ben Molina,
Gai Safran Lulai

Curators: Yuval Saar, Inbal Reuven
In collaboration with the Edmond de Rothschild Center

TV series, dating apps, email threads, online shopping, disasters, and
conspiracy theories are all part of the endless digital pursuit that has
become an inseparable part of our lives. The five young illustrators
featured in this exhibition — Shira Giladi (b. 1995, Israel), Sergey Isakov
(b. 1991, Azerbaijan), Aviv Katz (b. 1996, Israel), Ben Molina (b. 1992,
Israel), and Gai Safran Lulai (b. 1993, Israel) — completed their studies
at design and art academies in Israel in the past five years. Like their
entire generation, the digital sphere is a way of life for them and
screens are an inseparable part of their being and self-identity. Their
almost obsessive use of screens, at times bordering on addiction, also
provides them with a temporary escape and distraction from reality.

Throughout the months of the exhibition, organized in
collaboration with the Edmond de Rothschild Center, each of these
five illustrators in turn will come into the exhibition space and offer
visitors an illustrated interpretation of their world, using various
techniques. In these short sessions, each will provide a unique
perspective on how information is consumed and resonates in our
daily lives. Shira Giladi will take visitors on an endless shopping
spree through layers of 3D illustrations; Gai Safran Lulai will provide,
through miniature mobiles, a glimpse into the dating world and
relationships forged through a screen; Sergey Isakov will introduce
visitors to a world of conspiracies that take place in hidden corners of
the Web, and process them through printing techniques; Ben Molina
will peer into the living rooms of each and every one of us using
animation tools; and Aviv Katz will lead visitors into a black hole of
alerts, messages, and endless email threads, converting them into
illustrations on postcards and letters.

At any given moment, each member of the group is invited to
intervene in the work of another, to invade their space and disrupt
their work. Thus, the exhibition presents a dynamic and evolving
interaction that enables visitors to witness an ever-changing
work process. In this way, it provokes thought about the complex
relationship between people and technology and our insatiable need
for more, more, more.
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The Wild and Crazy History
of Israeli Illustration
Zeev Engelmayer, Keren Katz, Lilach Raz

Curator: Yuval Saar

This series of mockumentary stills “documents” key events in

the history of Israeli illustration and comics, while appropriating
compositions of some of the most iconic works in Western culture.

The first comics class at the Bezalel Academy of Arts and Design, the
birth of Shoshke, the sudden death of the cartoonist Dudu Geva, the
thousandth issue of Zbeng!, the cancelation of lllustration Week, and so
on, are all subjected to an interpretation full of pathos and hyperbole.

Illustration involves a constant, and constantly updated, reliance
on cultural icons. Illustrators must challenge the viewer’s critical eye,
expand the contexts of images that make up visual culture, and layer
a single image with a variety of complex meanings. Zeev Engelmayer
(b. 1962, Israel), Keren Katz (b. 1986, Israel), and Lilach Raz (b. 1971,
Israel) transpose classical works to the Middle East, to settings
such as the beach and local buildings and rooms, which means that
the local Want of Matter tendency is evident in their illustrations.
They seek not to accurately reconstruct iconic artworks (or, heaven
forfend, history itself), but to cite and present a free and humorous
interpretation of them.

Another aspect of the exhibition is the artists” constant struggle
to secure a place for illustration and comics in the artistic arena, in
the canon and discourse of art. Thus, the photographic version of the
famous paintings enables the photographed figures, all members of
the illustration community — fellow artists, teachers and students,
veterans and upcoming — to tell another story, not only about the
“documented” historical event, but also about the nature of the
medium and the place of the community in the field of art.

Image subjects: Yossi Abulafia, M. Arie (Arie Moskowitz),

Dosh (Kariel Gardosh), Zeev Engelmayer, Uri Fink, Dudu Geva,
Nahum Gutman, Danny Kerman, Michel Kichka, Daniella London
Dekel, Hanoch Piven, David Polonsky, Tamir Shefer, Ilana Zeffren,
Ze'ev (Yaakov Farkash).
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artistic innovation, yet always acted as an extension of the text, never
its contradiction. The notion that it may subvert the text, undermining

the complementary relationship between the verbal and visual,

marked a new horizon for illustrations. Artists such as Bruno Munari
(1907—-1998, Italy), Saul Steinberg (1914, Romania—1999, USA) and
Tomi Ungerer (1931, France—2019, Ireland) recognized this subversive

potential of illustration as a means of subtle artistic expression.

Their works were bold and innovative, and often appeared in the

popular cultural arena (design, journalism, advertising, comics, erotic

illustration, children’s literature), not necessarily in museums.

Since then, illustrators have had the new option of illustrating

a text while subverting it. The artists taking part in the exhibition

Tell Me More know how to tear down words and leave them intact.

They tell the story in a communicative, broadly accessible manner,

Michel Kichka,
detail from Second
Generation — The Things
IDidn’r Tell My Father,
2012, India ink on paper
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yet also from a personal and unique angle, echoing

the original characteristics of illustration as a means of
conveying an internal narrative and externalizing it. The
exhibition and the artists taking part in it underscore the
return of illustrations to the relevant and radical arena of
mainstream art, and their entry into the museum as the
main protagonists of their own stories, and of all of ours.
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painter Maurice Denis published an article titled “Définition du
Néo-traditionnisme” (The Definition of Neo-Traditionalism), with
the much-acclaimed opening line: “Remember that a picture —
before being a war horse or a nude woman or an anecdote — is
essentially a flat surface covered with colours assembled in a certain
order.” Somewhere along the path to the abstraction of modern
art, illustration was rejected, and the illustrated story was expunged
as legitimate or interesting art. And so, in the wake of modern

art, illustration found itself banished from center stage and from
hegemonic attention.

In the twentieth century, several groundbreaking illustrators were
active in Europe and the United States in the worlds of advertising,
journalism, and children’s literature. Artists such as Maxfield Parrish
(1870—1966, US) and Norman Rockwell (1894—1978, US) displayed
an extraordinary knack at telling personal stories that have become
universal and iconic. Many artists have contributed to the rise of
illustrations accompanying op-ed articles in modern newspapers, or
to the development of comics and cartoons in popular cultural arenas.
But their popularity also worked against them, as their cultural
resonance and commercial success only heightened their exclusion
from the elitist art world. “Beloved” and “readily comprehensible”
illustration was perceived as relevant only to the worlds of popular
culture — as ornamentation, as an addition to children’s books, or as
accompaniment to a journalistic text.

The start of the glorious comeback of illustrations in the artistic
arena may be seen in the surreal images of the artist René Magritte
(1898—1967, Belgium). His images sought to present “sur-réalisme,”
that is “beyond-realism,” a dream consciousness that seeps into
the painting as utter loss of faith in reality. His work The Treachery of
Images (1929) presents a depiction of a pipe above the inscription
“This is not a pipe.” This was a transformative moment in the history
of illustration, comparable to the impact of photography on painting.
It is customary to view this work as pointing out that a painting is an
image, not a reality; the painting of a pipe and not an actual pipe.
But at the same time, Magritte was offering viewers a new potential
relationship between words and images — namely, that words and
images might not only complement each other, but also subvert one
another.

Hitherto, the entire history of illustration had text and images
walking, as it were, arm-in-arm. In some instances, the illustration
was a scholarly extension, an addition or a wonderful and original
interpretation; in others (as in the nineteenth century), it sparked
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(the Church or some noble patron). However, beside the timeless
human need to tell a story, there has also been a constant need to
paint or draw one. In a genre that might be called personal illustration,
the artist tells their own story to themselves. Personal illustration

is sometimes an expression of an external journey that serves as a
trigger for creativity, but often it also echoes an inner journey within
the soul. Regardless of whether the artist is formally trained or self-
taught, the imagistic expression provides an outlet and enables
reflection, often by combining verbal and visual expression in a single,
unified work. A striking example of this genre is Songs of Innocence
and Experience by William Blake (1757—1827, Great Britain).

Having established the foundation of what illustration is (referring
to a given text, and enabling literate as well as personal-artistic
communication), it is possible to address the question of the
difference — or perhaps the boundaries — between painting and
illustration. The answer is divided into two main parts: illustrations
before modern art, and after it. Before modern art, illustrations
reached a zenith of artistic innovation following the rise of the middle
class and industrialization. The golden age of illustration was part of
the growing literacy of the public, which was enabled and expanded
by the invention of the printing press. Since the days of William
Hogarth’s (1697—1764, Great Britain) sequential art, text and image
have harbored the potential of secular social critique, rather than mere
canonical text imposed by the hegemonic religious establishment.

Gustave Doré (1832—1883, France) illustrated canonical texts,
such as the Hebrew Bible. Walter Crane (1845—1915, Great Britain)
revolutionized the field by introducing ornamental designs as illustrative
elements in paintings, as part of the Arts and Crafts movement. He
created a variety of formats for illustrated books, resulting in illustrations
becoming a decisive factor in the perception of books as designed
objects. In France, England, and Germany, many illustrators referenced
written texts in their illustrations and became ever more inventive, to
widespread public acclaim: Honoré Daumier (1808—1879, France) in
political criticism; John Tenniel (1820—1914, Great Britain) in his satirical
illustrations for Punch magazine and wonderful illustrations of Lewis
Carroll’s books Alice in Wonderland and Through the Looking Glass;
Wilhelm Busch (1832—1908, Germany) with his mix of satirical humor
and text, in a variety of critical works for adults, most notably — in Israel,
at least — Max und Moritz (aimed for children).

One way to understand modern art is through its renunciation
of the story, in favor of “art for art’s sake,” whereby form itself
reigns supreme. In August 1890, in the periodical Art et critique, the
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Tell Me More:
In the Graphic Novel's Footsteps

Curators: Shua Ben Ari, Yuval Saar

A Portrait of the Illustrator as a Young Artist | Orna Granot

A good story begins with a whisper, grows louder at the dramatic
passages, pauses in the moments of tension, and changes tack such
that it engulfs the listeners in the narrative world and populates it
with its characters. A successful story, as every parent knows, is one
that the child wants to hear again and again. Such is also the story of
illustrations, and of the illustrators — the tellers of illustrated stories.
Like legendary storytellers who engross their audiences, illustrators
conjure an image through lines and patches that tell a story about
a human or animal protagonist, be it real or imaginary. Illustrations
express a yearning for communication, which people have had since
the dawn of humanity. Stone-Age man etched and drew on the walls
of caves, and these are illustrations. So, too, are the depictions of the
stories of the Hebrew Bible and the New Testament on the walls of
churches. So are the drawings of a child in the afternoon that recount
what happened, or might have happened, at preschool that morning.
In this regard, it is important to remember the internal human
starting point of illustrations — namely, the personal and mental
capacity to imagine an idea or vision. “Every man an artist,” claimed

1 Joseph Beuys, Every Joseph Beuys,' and hence every person is also an
Man an Artist: Talks at

illustrator, telling their own stories with their images. The
Documenta 5, ed. Clara

Bodenmann-Ritter evolution of human society throughout history involved
(Frankfurt: Ullstein, L. . . . .

1972), pp. 5-20; a transition from communicating and storytelling in
Republished in Joseph pictures to expression in words and writing. With

Beuys: The Reader,

Claudia Mesch et al. the advent of writing, the role of illustration radically

(eds) (IB. Tauris, 2012). . changed: from an exclusive role (since in a world without

writing, there are only images) to a secondary one. The images that
accompany words became “second fiddle” — illustrations that depict
the words, interprets them, expand on them, and illuminate them.
Prior to the modern era, illustrations were a response to the

text: elaborating, interpreting, reflecting. In a sense, the history of
art has run parallel with the history of illustration, especially when it
comes to religious “texts,” whose creator (the illustrator) served as a
mouthpiece for the messages of whoever commissioned the artwork
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single character or scene, or on a changed aspect in the
protagonists (or themselves) over the years, since the
book’s publication. In this way, they have moved out
of the printed page into the museum space, exploring
alternative storytelling formats and breathing new life

into the books.
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Tell Me More:

In the Graphic Novel’s Footsteps
Ofra Amit, Nino Biniashvili, Alon Braier,
Zeev Engelmayer, Keren Katz, Noa Katz,

Michel Kichka, Gilad Seliktar

Curators: Shua Ben Ari, Yuval Saar

Eight illustrators who have written and illustrated a graphic novel

for adults were asked to revisit their book and tell us more: Ofra
Amit (b. 1966, Israel), Nino Biniashvili (b. 1980, Georgia), Alon Braier
(b. 1983, Israel), Zeev Engelmayer (b. 1962, Israel), Keren Katz (b. 1986,
Israel), Noa Katz (b. 1991, Israel), Michel Kichka (b. 1954, Belgium),
and Gilad Seliktar (b. 1977, Israel). Their books were published

during the past decade’s boom in the local graphic novel scene. This
flourishing is the outcome of the development of the illustration field
and its thorough instruction in art schools” visual communication
departments; financial support for the publication of graphic
literature by the Lottery Council for Culture and the Arts; and ever
more accessible means of design and production.

In a graphic novel, the visual aspect is usually at least equally
important as the text, and sometimes more so. Often graphic novels
present personal, autobiographical content, and their creators
both write and illustrate them. The books of the participants in the
exhibition engage, among other things, with relationships: with one’s
family, one’s roots, and even with the potted plants in one’s urban
apartment.

We sometimes forget that the book in our possession is but one
stage in a long creative process, which began many years before it
was written, and often continues even after the book’s publication.
The illustrators have taken the opportunity to revisit these works and
highlight for us readers another layer within them. Some returned to
the moments prior to writing; some observe their graphic novel with
the benefit of hindsight; others chose to expand on and emphasize
particular moments; and still others seek to recreate the original ideas
behind the work and express them in new ways.

While in the books published by these eight authors the
medium is the same — illustrations printed on paper, albeit in various
formats and styles — for this exhibition they chose a variety of
practices and means: two- and three-dimensional work, ceramics,
animation, digital illustration, and readymade. They also chose
diverse storytelling strategies: reversing perspective, focusing on a
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Rock, Textile, Scissors
Erela, Shemuel Katz, Ruth Zarfati

Curators: Shua Ben Ari, Yuval Saar

The Multilinguals | Shua Ben Ari

To see the works of influential illustrators, one need not go to a fancy
art gallery or travel to a library in a far-off land — all one has to do is
reach for one’s bookcase at home. Thus, Israeli readers have had the
privilege of hosting in their home library the beloved works of three
of Israel’s leading illustrators: Shemuel Katz (1926—2010), Ruth Zarfati
(1928—2010) and Erela Horowitz (1929—1994). The characters and
compositions they designed and illustrated became iconic treasures
of Israeli culture: Katz’s Yaron Zahavi and the Hasamba Gang, and the
tenants of the tower of Room for Rent; Zarfati’s illustrations to My
Uncle Simcha and Hushchusheet the Hamster; The Teacher Shmilkiahu
and Redheaded Aya illustrated by Erela (as she signed her name), and
many others.

Katz, Zarfati, and Erela, who have rich and prolific bodies of
works, advanced and developed the field of illustration in Israel. But
beyond their unique talent and iconic status in the local art field,
they had another distinctive attribute in common, which lies at the
heart of the exhibition Rock, Textile, Scissors: all three broke out of
the confines of the white page and book format, and succeeded in
translating their illustrative language into less common materials, such
as concrete, fabric, cardboard, and iron. They all engaged in painting,
illustration, sculpture, and drawing, without feeling the need to
define the field they were operating in.

While today’s artists are required to declare their specific field of
activity at the start of their professional career — art, design, graphics,
illustration, etc. — in the not-so-distant past things were different. The
exhibition invites visitors to learn more about these three well-known
illustrators and illuminates them in a new light. It explores how Katz’s
graceful geometric style is expressed in ceramic tiles and concrete
surfaces; how Zarfati harnessed her engagement as a sculptor with
material and mass and her fascination as a painter with color and
patches to create textile works rich in patterns and colors; and how
Erela managed to render the sketchy and minimalist linear character of
her drawings into colorful, presence-filled paper cutouts.
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and screaming. Are they projecting a kind of absent masculinity?
The presented body has neither died nor disappeared but instead
functions like a fetishistic agent of pseudo-heroism, an endless
repetition of a metaphoric ritual. Their materiality is also seemingly
silent: flat industrial plywood that has lost touch with the living wood.
But the gleam of their colors — black, red, and white — enables their
ecstatic fulfillment.

As noted, the character of the installation both signifies and marks
it as animation. The animation serves as a carnival site that enables
the construction of a new reality where the rules can be changed,
violated, and knocked about while maintaining an order of a different
kind, since the flouting must be confined to a precise ritual framework.
Accordingly, the illustrated characters also serve as a carnivalesque
site — not because of their grotesque-parodic aspect, but by complying
with the ceremonial rules of carnival: drawing on the familiar and
known, on the rules, while at the same time knocking them about and
creating something new and surprising. Something other.

Tishbi uses the carnival as an instrument of political critique.
The carnivalesque character of the installation, with its ceremonial
air and grotesque bodies, makes a strong statement about
organized processions and parades. It is a subversive call wrapped
in an attractive visual aesthetic that seeks to shine a spotlight on
compartmentalization and exclusion, as well as on rituals and our
society’s veneration for ceremonious military parades and for endless
consumption of violence, coercion, and chaos.
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treatment of the clothed bodies, Tishbi makes metaphorical play with
the figures” actual bodies, with various degrees of grotesqueness,

to suggest a subversive dystopian procession. The presented
characters are fantastical, with anatomical peculiarities that flout

the classic world’s symmetry, clarity, and order. Instead, they are
striking for their alien, hybrid, indeterminate features — a clash

of disparate orders, distortion, and exaggeration. Grotesqueness
allows for the mechanisms of desire to be revised and challenges

the culturally accepted boundaries of the body. Culture finds it
difficult to pigeonhole anything that defies conventional hegemony
and accepted cultural boundaries. Tishbi confines his illustrated
characters to a kind of men/soldiers designation. Yet, through the
sparseness of visible details, he presents us with body types that are
not easily classified, thus extending the boundaries of their marking,
symbolization, and representation, and giving rise to a new reading of
the installation’s parade/procession.

Dressing up and masquerading are inherent and embedded in the
notion of carnival, with its full license for boundary-crossing. Carnival
is a space-time governed by the grotesque body. People who refuse
to accept the identity offered by the dominant ideology use it as a
way of defying discipline, morality, and control. Masks, like costumes,
allow one to undergo a metamorphosis and offer protection and
concealment. There is a duality in the association between masks and
carnival: masks reveal and conceal simultaneously, yet viewers are
fully aware of their deception and concealment. The mask disrupts
the solemnity and uniformity of identity and ushers viewers into
a world of mirth and multiple identities, which is never defined.

The mask thus highlights the fictional-carnivalesque-theatrical-
ceremonial nature of the occasion and distinguishes it from reality.

In Tishbi’s scene, the mouth is placed like a mask on the figures: in
some cases, it hangs not in the right place, and in some instances, it is
even absent, a blank mask of nothingness. It is shown with or without
teeth, smiling or not, the tongue askew. The mask sparks an internal
change in its wearer, their very being and character appearing to
change. The viewer observing its features can easily guess the figure’s
character — especially by how the mouth is portrayed. The mouth
mask is thus used by Tishbi not only to conceal and cover; it is worn or
removed to suit the circumstances and as a means of reflection and
contemplation.

The sculptural illustrations in Tishbi’s installation are only
seemingly mute. They give a simultaneously passive and active
impression of figures being led, leading, burnt, walking, silent,
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The Carnival
Niv Tishbi

Curator: Yuval Saar

Niv Tishbi's Carnivalesque Procession | Tal Barli

The positioning of Niv Tishbi’s illustrated figures — or sculptural
illustrations — provides an animated reading: a single frame of a
frozen scene, part of a sequence of scenes in a long film. Thus,

the installation becomes a repetitive movement, even though it is
stationary. And although the illustrated characters are objects, here
they are perceived as presenced subjects. They embody the dialectic
of inanimate, passive characters who, at the same time, also harbor
the “seed of calamity” — namely, an active or passive ability to change
ordinary life.

The narrative nature of the installation stems from its depiction
of a parade, a procession in which the characters come together
to produce a plot with an allegorical aspect. The installation of the
figures, positioned one after the other in procession form, has, on
the one hand, the methodical nature of an organized, ceremonial,
and perhaps even military march, coupled with a kind of momentary
carnivalesque chaos, on the other. The carnival is an alternative
social order akin to a performance that establishes the subject
through a subversive, critical act against the norm. It is a conventional
framework in which contrasting elements can shed the guise of
mundane life and don a mask or dress up. The carnival atmosphere
subverts conventional distinctions or conformist identities, as does
Tishbi’s installation.

In Tishbi’s work, this metaphorical arena of the carnival is also
governed by ritual laws. In such a ceremony, both the artist and the
audience maintain the familiar — namely, the religious, administrative,
or hegemonic — ritual precisely so that they may strike out at the
conventional, deviate, and protest. Therefore, the figures in the
scene are presented as participants: Is this a military ceremony?

Is it a victory/defeat parade? Is it a procession? Tishbi’s scene
mimics a carnivalesque military ceremony as a site of occurrence
that is seemingly subject to strict protocol yet comprises parodied
rituals. In other words, the outer markings of the participants in
the parade ceremony are interpreted as military — a tank, guns,
and uniforms. But while there is uniformity in the general formal
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And that drive is neither related to the motif nor derived from it, but
rather is personal — one image leading to the creation of another, that
sparks the desire to create a third, and these images feed each other,
until they take on the living soul of reality.

As an observer meandering from the story to the works of Kolton
and Fahima, that logic is clear to me. It is not the idea of prose and
fiction, but the artistry of establishing an image in poetry, in which
the image suddenly emerges, rather than builds up over time. From
the chaos of the consciousness, from the mass of threads lying
about in a jumble, a scrap of an outline is projected and clings on to
something. By imitating that thing, and imitating its imitation, the
image struggles to give the consciousness a new form. Until, suddenly,
it becomes real — a ventriloquist’s doll that unexpectedly comes
alive, its dreams vague vestiges of its creators, traces of their souls
distilled into a revelation. Thus, unlike the day-to-day, prosaic course
of affairs — in which consciousness is where one contemplates a
work, and through it life’s events are transformed into an image — the
work becomes a space of contemplation of one’s own consciousness
through the realization of the image, its materialization.

Not only is this logic clear to me, but it also forces me to take

part, to weave my own self into the margins of the

2 Shimon Adaf, “2,” ) . ] ] ]
Aviva—No, trans. Yael works; it gives twine, and calls for it. And indeed, a

Segalovitz (Farmington,
Maine: Alice James

poem from the past has echoed in my head ever since

Books, 2019), p. 14. | first encountered the spell of Monkey at the Loom.>

| therefore offer it to Roni Fahima and Batia Kolton in return:

At night the destroyers are given permission,
the flaming vault of heavens, merciless. Downcast Kislev,
a black conflagration is within him.

The remaining sisters sit and sew
the shreds of the rent body.

One threads a string, the other
strikes the needle,

the third screams, oh no!

the finger, it is pricked.

Blinders of the moons, a sketch in silver
fine as cracked skin, and the fire
of the crimson drop is glowing.

Blood moves in the world yet suffices not for one being
to be saved

and blood spills, how to put it,

fountains and depths spring out

of valleys and hills.
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surface (pnei shetakh). Their backing — the subtext, subtextile — is of
no interest to Kolton and Fahima, who make no claim to professional
tapestry-making. Turning the tapestries over reveals a jumble of
threads on the verge of unraveling, a riot of hues, whose origins and
purpose are hard to retrace. Only the image itself is substantive,
which emerges through great diligence.

But the literality is in appearances only, a trap that one can easily
settle for falling into, if one is so inclined — and the temptation to
stumble is indeed great. The beauty of the work invites astonishment,
a desire to linger on its immediacy, to immerse oneself in it. However,
as previously noted, tales about weaving lie in the depths of Fahima
and Kolton’s weaves — and the lure to reading them in light of their
incarnations as newly spun tales is no less tempting.

In The Weaver, for example, a story that is one of the cornerstones
of the exhibition, a weaver comes across the sight of a pastoral
landscape — an imposing house, a lake, trees — that sparks in her an
intense urge to live in it, to submit to it. Her imagination is fired up,
her heart embarks in flights of fantasy, and she abandons her craft to
indulge in her daydreams. Only her youngest son listens to her, and
to bring her back to the real world, he suggests that she weave her
dreams of that cherished place. After years of strenuous work, the
woven cloth is complete, but before she has a chance to enjoy it, the
wind carries it away. The weaver then sends her sons, one by one,
to find the cloth and bring it back. Naturally, the two older sons fail
in their mission, but the youngest, loyal and loving son is ready to
make any sacrifice. He solves the mystery of the theft of the cloth:
the fairies had coveted it, their passion similarly kindled by the object
of the weaver’s desire — whose craftsmanship is such that even a
copy of a copy is sublime and surpasses the original — so they were
making their own copy of it for themselves. The son secretly snatches
the cloth away from them and escapes. When he returns it to his
mother, the cloth’s magical image is made real — and a fairy, who had
embroidered her own image into the margins of the mother’s vision,
waits for both of them within it, resulting in a wedding with the son
and happiness ever after.

One could write at length about the surprising gender sensitivity
of the tale, about the relationship that is formed between, on the
one hand, the dream story and feminine craftsmanship and, on the
other, the familiar motif of male initiation in the journey of three sons
(usually at the behest of the father), in the course of which their true
character and nature become apparent. However, that motif is not
the focus, but a means of driving the plot of the mother’s obsession.
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Monkey at the Loom
Roni Fahima & Batia Kolton

Curator: Yuval Saar | Artistic Consultant: Lior Shvil

Giving Twine | Shimon Adaf

The term “dar spago” (literally, “give twine”), in various inflections,
features a great deal in the parents” words in Natalia Ginzburg’s

1 Natalia Ginzburg, Lessico famigliare (Family Sayings).! And giving

Lessico famigliare (Torino:
Garzanti, 1963), p. 23

and passim.

twine — in the sense of telling a story, engaging in a
conversation — becomes an image of the web of voices,
expressions, sayings, and figures of speech that sustains the family
life and the novel, that is, a metaphor of expressions of private
coded language, encapsulated memories, and intimacy. With this
overarching metaphor, an image of the mode of action of an image,
Ginzburg reveals her craftsmanship in prose, and perhaps her
storytelling logic in general. The overarching image of the story is
steadily distilled, from the narrative and events unfolding in its plot,
into a nexus of meaning, a key.

But when, in the light of this mechanism, one wishes to examine
the spectacular works in the exhibition Monkey at the Loom, which
features the art of storytelling itself at its core, Batia Kolton and
Roni Fahima appear to be resorting to the opposite ruse: erasing
any validity of symbolism or duration necessary for an image to be
created. Between the storytelling, the craft of spinning, weaving, and
embroidering and the art of fiction there is an ancient parallel that is
summed up in the expression “fabrication”. To tell a story means to
weave a length of cloth, to weave a length of a cloth means to devise
a plot. All this is known, all this is familiar. No need to be overly clever
here: tales about spinning and weaving will be spun into fabrics. What
could be more literal?

The same “literality” is evident in how the work is made. Weaving
involves labor. Stretching the warp, interlacing the woof, and
choosing the colors of the thread and the future pattern all require
thousands of tiny calculations that leave no time for reflection,
reverie, or meditation. The loom — one of the oldest images of the
human mind — is deposed from its symbolic role and becomes an
extension of the body, of legions of muscles and tendons, of the
sweat of one’s brow. Even the long, extensive tapestries, born of toil
and skill, are all as their Hebrew name (shatiakh ) suggests — merely
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statuary of historical or allegorical figures of great importance. Under
Salomon’s hand, private individuals become mythological heroes,
figures firmly rooted in memory through stories woven around
them throughout their lives and posthumously and, perhaps even
more so, through their visual portrayals and their attributes. Thus,
she leaves us with neither first-person speech (the fear of dying)
nor second-person discourse (the fear that someone may die); she
rather transports us, along with her deceased individuals, to another
order: from recollections to memory, from first-person speech to
third-person — namely, to the person farthest possible from one’s
own, but also the one with the greatest potential for permanence,
for preserving memory for a long time. By doing so, she takes the
sting out of the question of ownership over the deceased, and makes
it a question of ownership of the deceased’s memory — that is,
ownership of life.

Apart from The Unforgettables, Salomon also presents the series
The Origin of Grief, in which she depicts diverse variations of weeping.
Each of the weeping figures is depicted in the artist’s own image, and
together they become a baroque-like fountain of tears, urine, and
vomit that erupt in all directions, like an operatic festival of effusion
or an anti-bacchanalia. In Salomon’s drawings, weeping — the most
intimate manifestation of sorrow — becomes a public domain, a
monument, a site where one might go to drain oneself and bathe
in its waters along with others, like the dead bathe in Lethe, the
mythical river of oblivion in the underworld, where one’s memories
are erased as one wades through its waters, allowing the soul to
reincarnate into a new life. Weeping, like art, is most effective
when it has an addressee, an audience, and in The Origin of Grief the
display of weeping is grotesquely exaggerated. Salomon’s personal-
collective crying indulges in the possibility of losing control, of linking
the (artist’s) tears of sadness with (our) tears of laughter — allowing
us, through her work, to experience catharsis and, despite the fear of
death, to go on living.
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close to her who died. The series begins in 1945, with her great-
grandparents; continues in 1973, with her last memory of an uncle
who was killed in the war that year, when she was six years old;

it goes on with other deceased individuals, such as a grandfather,
another family member, and a childhood friend; and ends with a
still-fresh memory of her dog Elliot, who died last summer. She
dedicates each of the thirteen large-scale charcoal drawings to
communing with one dead individual, and the bottom of each
drawing is inscribed with the deceased’s initials, as though it were a
conventional abbreviation, such as R.I.P. (Rest in Peace). In contrast to
the convention of marking the years of a person’s life span, she notes
only the date of their passing.

The moment of death is a watershed, when a person’s life
becomes only a memory and the flow of life moves on to the dynamic
memories of those who remain. What does one remember of the
dead? Is it events, conversations (stories)? Is it images (illustrations)?
Who is remembered, and what might preserve the memory of a dead
person? These and other questions arise when one contemplates
each one of Salomon’s Unforgettables.

Each drawing in the series is the size of the family dining table
at the artist’s home — a furniture piece that is a vibrant space of
nourishment and life with loved ones. Each illustration is drawn
with an arched frame that suggests alcoves housing sculptures of
allegorical figures or mythological or historical heroes, often found in
sacred buildings, such as churches and mausoleums. Each character is
depicted by the most vivid memory associated with them, and their
distinctive attributes. Many of the characters are revealed in their
moment of death; others appear as Salomon remembers them the
last time she saw them.

Each of the figures has a distinctive attribute — a characteristic
feature or symbol, based on mythologies or events of which the
character is a protagonist. In the past, such features were used to
identify figures in works of art, mostly for the benefit of illiterate
viewers. Salomon’s works show Grandma Rosga on her deathbed
with a fish from a Polish lullaby, Father has an avocado sprouting from
his belly, and Grandma Oma spits fire. Salomon tells visual stories, and
the attributes she invents for the characters allow her to tell a story
wordlessly, to say one more thing about an incident or a particular
habit of theirs.

Salomon transforms her deceased individuals as a part of the
public domain. The large scale of the drawings precludes the intimacy
of her books, their physical dimensions akin to those of public
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The Unfordettables
Merav Salomon

Curator: Yuval Saar

Merav Salomon’s Unforgettables | Aya Miron

The fear of death can be divided, or rather inflected, into two
persons, as in language: the fear of dying speaks in the first person,
and the fear that those close to us will die — in the second person.
Fear in the first person is extremely personal, while fear in the second
person can be more easily shared with others. Perhaps this has to

do with the Hebrew grammar, where the word for death (mavet) is
singular, while the word for life (hayim) is plural; perhaps because one
dies alone, but lives and takes comfort with others.

The topic most profoundly and extensively examined in the
body of illustrations produced over the years by Merav Salomon
(b. 1967, USA) is death and its attendant elements of fear, grief, and
memory. Each of her series of works has drawn on death in different
fashion. With anxiety and courage, she lives with death, observes it,
scrutinizes it, dances with it, laughs at it and confronts it — all as an
integral part of her way of loving and living life.

Salomon tells stories through visual images and almost no words.
In her books, for example, she has created a taxonomy of all the
possible ways of dying, or poses the questions who is remembered,
and why. In a picture book dedicated to her great-grandmother,
Salomon recounts the family’s story of struggle for survival during
the Holocaust. The landmarks of this historical and personal story are
characteristic Holocaust images alongside particular images, such as
the lipstick that the grandmother concealed within her body and later
used to save her own life in the camp by applying it on her cheeks to
simulate the appearance of vitality.

Each of Salomon’s drawings is a variation on a mode of
engagement with death — such as self-defense, befriending, or
recollecting — and each one of these perspectives defines a series.
Hence, her illustrations present a kind of playground with its own
rules yet also considerable freedom, humor, and imagination
concerning the seriousness of life.

With the series The Unforgettables (on public display for the
first time), Salomon is marking out new emotional — and this time
chronological — territory, by turning her gaze to the memory of those
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illustration and comics in the artistic arena and in the canon and
discourse of art. Thus, like all the participants in the exhibition, they
tell us more: about the medium, about society, and, no

Ofra Amit, detail from
Where is Victor?,
2023, acrylic and
pencil on wood
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less importantly, about ourselves.
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will offer a unique perspective on how information is consumed in
our daily lives.

*k*k

The question of what is illustration — or at least what is the difference
between illustration and art — also underpins Tell Me More group

of exhibitions. It is a question that has become more pressing in

light of recent technological developments in the field of artificial
intelligence. What does one call someone who writes the prompts
that tell the computer to create the desired visual product — a creator?
An illustrator? An artist? A prompt technician? And does it even matter
(and to whom)?

It is in this context that we may look at the moving-image posters
made by motion designers and illustrators from monday.com, featuring
the title of the current group of exhibitions in three languages: Hebrew,
Arabic and English. These posters play in an endless loop on screens
in the Museum lobby. Inspired by newspaper clippings, hand-drawn
doodles, computer illustrations and so on, they express how an
illustration lives and breathes in the digital world.

The question of what is illustration is, of course, not a new one, as
evident in the exhibition Rock, Textile, Scissors, which presents three
of Israel’s leading illustrators: Erela Horowitz (1929—-1994, Israel),
Shmuel Katz (1926, Austria — 2010, Israel) and Ruth Zarfati (1928—2010,
Israel), who illustrated some of the iconic treasures of Israeli culture:
Zarfati’s illustrations to My Uncle Simcha; Katz’s Yaron Zehavi and
the Hasamba Gang, and the tenants of the tower of Room for Rent;

The Teacher Shmilkiahu and Redheaded Aya by Erela (as she signed her
name), and many others. All three broke out of the confines of the
white page and book format and succeeded in using their illustrative
language in materials such as concrete, fabric, cardboard, and iron.
They engaged in painting, illustration, sculpture, and drawing,
without feeling the need to define the field they were operating in.

This blurring of boundaries is also reflected in the exhibition
The Wild and Crazy History of Israeli Illustration, in which
Zeev Engelmayer, Keren Katz, and Lilach Raz present a series of
still mockumentary photographs that “document” key events in
the history of local illustration and comics, while appropriating
compositions of some of the greatest and most iconic works of
Western culture. The introduction of photography into an exhibition
of illustration, based on art history, echoes the blurring of media
boundaries and the constant struggle of artists to secure a place for
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In the exhibition Tell Me More : In the Graphic Novel's Footsteps,
eight illustrators who have written and illustrated graphic novels for
adults — Ofra Amit, Nino Biniashvili, Alon Braier, Zeev Engelmayer,
Keren Katz, Noa Katz, Michel Kichka, and Gilad Seliktar — were asked
to revisit their book and tell us more. Their books were published
during the past decade’s boom in the local graphic novel scene. The
illustrators took the opportunity to revisit their work and to highlight,
for our benefit, another layer within it. Some returned to the
moments before writing; some looked at their work with the benefit
of hindsight; some chose to deepen and underline certain moments;
while others sought to reexamine the ideas that gave rise to the work
and express them in new ways. The medium of the books they have
published is the same: illustrations on paper, albeit in diverse artistic
formats and styles. But for the exhibition they chose other means and
devices, and explored alternative formats for retelling the story — in
two and three dimensions, through ceramics and animation, in digital
illustration and through readymade objects.

This is also what happens at Roni Fahima and Batia Kolton’s
exhibition, featuring works that engage with tales, folk legends, and
myths related to textile crafts. In the exhibition Monkey at the Loom,
Fahima and Kolton extend the act of illustration to the material and
three-dimensional, to examine and to research both textiles and the
craft of storytelling — exploring the link between thread and story,
fabric and fabrication, text and textiles, storytelling and weaving.

Niv Tishbi also removes the illustration from the page, in a
sculptural installation that regards our life as an unbridled carnival
devoid of play mechanisms. The Carnival is centered on a frozen
moment from an orderly procession of figures in what may be a
celebration, a demonstration, or a military parade. It gives free rein to
hidden desire; to the appeal of the aesthetics of violence, terrorism,
and disaster; to the addiction to anxiety, panic, and the consumption
of mass media, which inflames passions and turns horror into
entertainment.

The endless pursuit that characterizes mass media on digital
screens has become an inseparable part of our lives, as well as an
inextricable part of the existence and self-identity of Shira Giladi,
Sergey Isakov, Aviv Katz, Ben Molina, and Gai Safran Lulai — five
young illustrators who have graduated from design and art academies
in Israel in the past five years. During the months of the exhibition
Binge, these five illustrators will, each in turn, enter the Museum
space and provide visitors with an illustrated interpretation of their
world through various techniques. In a series of brief intervals, each
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the world of illustration and illustrators — between illustration’s
traditional role, of interpreting a text, and illustrations whose raison
d’étre lies in the artistic intent of their creators.

Through three solo or duo site-specific shows and five group
exhibitions, Tell Me More presents the diverse and surprising faces
of the world of Israeli illustration, breaking out of the bounds of the
page through various two-and three-dimensional expressive forms.
The exhibitions focus on the blurring of boundaries that characterizes
the field of art, as evident, in part, in the introduction of various
media — such as architecture, design, or dance — into the museum.
And much like the path taken by photography in the past century —
from a discipline initially perceived as functional and ancillary to the
artistic medium — these exhibitions present illustration as a bona fide
artistic genre in its own right.

*k*k

The act of storytelling is usually associated with oral and traditional
contexts, or with events and performances that fall under the cultural
radar (such as stories of marginalized communities, oral stories, etc.).
In recent years, storytelling has become an idiomatic expression,
denoting an essential skill in the contemporary world required to

tell our personal story. A story can violate and disrupt conventional
narrative rules; it offers a measure of freedom in recounting marginal
storylines, intimate intra-community information, as well as traditions
that have been erased or excluded. But sometimes words are not
enough — which is where illustration comes in.

The request (or demand) “Tell me more” was put to several
artists of the contemporary Israeli illustration world. They were asked
to think of new works that would express both the “story” (in terms
of who is doing the storytelling, who is the prospective audience,
and the role the artist plays in the story) and — no less importantly —
the “more” (that is, why and when we are not satisfied with a given
image, and require further explanation).

Thus, in the solo exhibition The Unforgettables, Merav Salomon
recounts stories through visual images, almost without words.

She continues her long-standing preoccupation with death and its
attendant themes — pain, sorrow, and trauma — and presents works
that engage with the dialectical tension inherent in the forces that
shape her life: the need to remember, and the longing to forget
(although it is unclear whether memory — or forgetting — causes time
to speed up or slow down).
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Tell Me More

Introduction | Yuval Saar

More. More installments in the series. More desserts. More (and
more) potential for an unsuccessful date. More pairs of shoes. More
shirts we will never wear. More videos in the feed. More posts. More
articles. More endless scrolling. You might also like. Click here for more.

The endless abundance of possibilities is one of the most striking
features of the twenty-first century. Modernism in the twentieth
century stated that “Less is more” — or at least “enough” — while the
capitalist era venerates conspicuous consumption, hyperbole and its
derivatives, the “more” that represents everything that is not needed,
unnecessary, excessive.

But what happens when the “more” is not meant to satisfy an
insatiable consumer hunger, but rather the opposite — when it stems
from genuine interest, or plays a decisive role in creativity? If the
“proper” products of culture, art, and design abhor the redundant
and determine aesthetic quality by the unity of the work, denouncing
what is superfluous in it, what happens when excess disrupts the
aesthetic order, when it brings us into an imaginary and sometimes
chaotic world, in order to expand the mind and deepen the scope?
This is exactly what illustration knows how to do.

Illustration is one of the most popular fields in visual culture of the
twenty-first century. It is accessible and loved by the general public
because it ranges from design to art; it has a story, and is easy to relate
to. The reason for this lies, in part, in the training that illustrators
undergo: while artists study in art departments and are not required
to communicate, illustrators are trained in Visual Communication
departments. For four years they are required to communicate with the
world, so their work has an intrinsically communicative element, even
when there is no client or brief, or when they are responding to their
own text.

According to the classical definition, illustration strives to respond
to a text and shed more light upon it. But contemporary illustration
has adopted other ways of responding to a story: by resisting it,
adding meaning to it, telling a parallel story, and so on. The group of
exhibitions Tell Me More seeks to reflect the wide range informing
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Thanks to Lilach Ovadia for her involvement in the early

and Yossi Cohen, who are in charge of the media at the
exhibitions. Thanks to Miri Maoz and Moshe Wolanski, the volunteers
who assist us with great dedication. Finally, deep gratitude goes to
the wonderful Museum staff: Tammy Zilbert, Noga Litman, Ethan
Bello, Alma Schwebel, Nira Cadwallender-Dror, Tammar Friedman,
Avi Peretz, Hilla Peled, Sharon Melamed Oron, Salma Samara, and the
MUZA team. Bless you all.

Dr. Aya Lurie
Director and Chief Curator
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sculptures that appear in Lilach Raz’s photographs that are part of
Keren Katz’s project. Thanks to the distribution company FilmHouse
for its permission to screen the film My Father’s Secrets, based on a
graphic novel by Michel Kichka. Thanks to all the artists who agreed
to share with us the work they have produced over the years in
homage to Shoshke, which began as a cartoon character nearly three
decades ago. Special thanks to Emda Group and its chairs, Nurit
Berman and lka Abarbanel, for providing a curatorial scholarship
which has been awarded to assistant curator Natalie Tiznenko, who
very professionally accompanied Engelmayer’s unique presentation.
Thanks to the exhibition designer Ariel Armoni.

For the exhibition The Wild and Crazy History of Israeli
Illustration, Zeev Engelmayer, Keren Katz, and Lilach Raz created
a series of mockumentary still photographs that “document” key
events in the history of Israeli illustration and comics. Thanks to
the rights owners, artists, the image subjects, and their families
for their cooperation, which made the project possible. Thanks to
Tamar Engelmayer, Roni Kaufmann, Tal Lotan, Mika Loti Maoz, Hadar
Reuven, Adi Salant, and Ori Stav for their artistic assistance, and to
Meirav Chen, Tosha Good Old Stuff for her involvement in the project.
Thanks to all the staff and assistants: Adam Gor, Alon Gor, Maya
Antonia Haifler, Theo Kaufman, Daphna M ., Mika Loti Maoz, Preeti
Rao, Hadar Reuven, and Adi Salant. Special thanks to Dori Ben-Ze’ev,
who provided the voiceover to the screening.

Our thanks to monday.com and to artistic director Shy Inbar for
their cooperation in the project The Neverending Illustration. Thanks
to the artists: Gal Bulka, Maayan Cohen, Ran Daskal, Eden Foxiniano,
Inbal Gery, Ori Greenberg, Noa Kahana, Miri Kuntsman, Shelly Levavi,
Yael Rosen-Keren, and Shany Yasmin.

Our heartfelt gratitude is extended to all the Friends of the
Museum, who support our activities with great warmth and
commitment throughout the year. We are thankful to Shabtai Shavit,
Chairperson of the Fund for the Herzliya Museum; Hagit Uzan Bachar,
Friends of the Museum Manager; Shosh Almagor and Hava Avital,
of the Friends management; and Galia Hendelman, the Friends
coordinator.

We appreciate the superb professionals who accompany the
Museum’s activities on a regular basis: Einat Adi for editing the
Hebrew texts and translating them into English; Ruba Simaan of
Glocal Translations and Content Resolutions for the Arabic translation,
and Salma Samara for the Arabic proofreading; Kobi Franco for the
outstanding graphic design; and Hadas Shapira, in charge of PR.
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for the fruitful dialogue in preparation of the exhibition.

In his solo exhibition The Carnival, Niv Tishbi takes illustration off
the drawn page in a sculptural installation that depicts our lives as an
uninhibited carnival, presenting a moment in a procession. We thank
the Edmond de Rothschild Center for its generous support of the
exhibition — in particular, Tal Sagi, Director of the Foundation, and Iris
Nitzani Avivi, Manager of the Edmond de Rothschild Center. Thanks
are also due to our additional sponsors: Reality Fund — Avital Hepher
and Ohad Markus; the Yehoshua Rabinovich Tel Aviv Foundation
for the Arts; and the Tambour Company. Thanks to Avner Tishbi,

Tal Granot, Lihi Kopel, and Guya Blumenthal for the accompaniment
and assistance. Special thanks go out to Friend of the Museum Adv.
Rivi Firon Irani, and to Alon Rotman for his beneficent involvement.

The exhibition Rock, Textile, Scissors presents the ancillary
occupations of three major figures in the history of Israeli illusration —
Erela, Shemuel Katz, and Ruth Zarfati — produced in various materials
and techniques in parallel with their well-known work. We are
indebted to those who agreed to share some of these works with
us: the Estate of Shemuel Katz (run by his family), courtesy of Naomi
Katz, Dorit Katz Rimon, Yael Khenin, Amit Rimon; the Estate of Ruth
Zarfati, courtesy of Hagit Sterenshuss-Amram; and the Estate of Erela,
courtesy of Kibbutz Netiv HaLamed-Heh archive and archive manager
Roby Regev. Special thanks to the exhibition’s designer, Ariel Armoni,
for his professional and precise work.

The exhibition Binge features five young illustrators who recently
graduated from design and art academies in Israel — Sergey Isakov,
Shira Giladi, Aviv Katz, Ben Molina and Guy Safran Lulai. They offer
an illustrated interpretation of our consumption culture informed by
abundance and surplus. The exhibition is an ongoing project that will
gradually emerge in the course of the exhibition. Profound thanks are
due to the Edmond de Rothschild Center and its directors for their
support and faith in this project.

The group exhibition Tell Me More: In the Graphic Novel's
Footsteps delves into that unique genre. It features eight illustrators
who have written and illustrated graphic novels for adults: Ofra Amit,
Nino Biniashvili, Alon Braier, Zeev Engelmayer, Keren Katz, Noa Katz,
Michel Kichka, and Gilad Seliktar. They were asked to revisit the
book they had published and uncover another layer within. Thanks
go to Shlomit Mandelkern; and the Shamoon College of Engineering
(SCE) for their generous support of Nino Biniashvili’s project; to
Annie Koyama of Koyama Provides for supporting the development
of Keren Katz’s project. Thanks to Itai Ron Gilboa for creating the wire
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field in general, from interpretive, historical, and poetic perspectives.
Orna Granot, curator and director of the illustration library at the
Israel Museum, Jerusalem, wrote about the evolution of illustration
as a creative genre. Author and editor Shimon Adaf wrote about
Batia Kolton and Roni Fahima’s exhibition Monkey at the Loom

and adapted the synopses of the stories that accompany it. Dr.

Tal Barli, an animator, visual-media and gender researcher and
lecturer at the Shenkar College of Engineering, Design, and Art,
wrote about Niv Tishbi’s exhibition The Carnival. Aya Miron, an art
curator and researcher, wrote about Merav Salomon’s exhibition,
The Unforgettables.

Many good people supported and assisted in putting together
the Museum’s current series of exhibitions, to whom we are deeply
grateful. In particular, thanks are extended to Ehud Lazar, Director
General of Herzliya Municipality, and to Adi Hadad, CEO of the
Herzliya Arts and Culture Corporation, for their pivotal support of all
aspects of the Museum’s work, which has opened up new avenues
for its operations and promotion.

For the exhibition Monkey at the Loom, the artists Roni Fahima
and Batia Kolton created works based on fairy tales and myths
related to textile crafts, expanding the notion of illustration to the
material and to three-dimensional. The exhibition has received
the Lauren & Mitchell Presser Contemporary Art Grant. Lauren and
Mitchell Presser’s generosity and trust in the Museum have been a
significant support for our work. We thank the Ministry of Culture
and Sport’s Foundation for Independent Creators for its support of
the project; Mifal HaPais Council for Culture and the Arts; Shenkar —
Engineering. Design. Art; and in particular Mira and Aaron Fahima
for their generosity. Our thanks to everyone who helped realize the
exhibition’s vision: to Lior Shvil for the artistic consultancy, design,
and planning; to Eili Levy for producing the exhibition and providing
mechanical solutions; to the construction and installation crew,
Yoav Homski and Pasha Leeom; to Aya Ben Ron for consulting on the
project; to Elia Sharvit for the finish of the knitwear; to Netta Ben
Moshe and Hila Pochatshevsky for the finish of the tapestries; to the
staff at Shenkar’s Department of Textile Design: Department Head
Hadas Himelstein, Gali Cnaani, Amit Elad, Tal Kovalio, Naor Perez,
Roni Yeheskel, and Ariella Zochovitzky.

In her solo exhibition The Unforgettables, Merav Salomon
continues her longstanding focus on death and its attendant themes
of anxiety, love, trauma and memory. Our thanks to Aya Miron, Yael
Burstein, Orna Granot, Liat Lavie, Naama Openheim, and Rotem Ruff
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Foreword

lllustration — whether it accompanies an existing text or expresses an
inner story — binds the narrative with the visual, and its language offers
new ways of communication. Herzliya Museum of Contemporary Art is
pleased to present a unique initiative: devoting the entire venue to the
world of Israeli illustration and its creators. The Tell Me More series of
exhibitions, curated by Yuval Saar, encompasses solo exhibitions, group
exhibitions, and projects created as site-specific collaborations. It turns
a spotlight on artists of both the past and the present, and opens a
space for multidisciplinary expression.

I would like, first and foremost, to thank the artists on view:
Ofra Amit, Nino Biniashvili, Alon Braier, Gal Bulka, Maayan Cohen,
Ran Daskal, Zeev Engelmayer, Erela, Roni Fahima, Eden Foxiniano,
Inbal Gery, Shira Giladi, Ori Greenberg, Sergey Isakov, Noa Kahana,
Aviv Katz, Keren Katz, Noa Katz, Shemuel Katz, Michel Kichka, Batia
Kolton, Miri Kuntsman, Shelly Levavi, Ben Molina, Lilach Raz, Yael
Rosen-Keren, Gai Safran Lulai, Merav Salomon, Gilad Seliktar, Niv
Tishbi, Shany Yasmin, Ruth Zarfati. WWe honor the memory of Erela
Horowitz (1929—1994), Ruth Zarfati (1928—2010), and Shemuel Katz
(1926—2010), whose illustrations played an important part in shaping
and canonizing the cultural world of generations of children in Israel.

We owe much thanks and appreciation to the curator Yuval
Saar for his dedication to this project, which spans a wide range of
complex and diverse enterprises in Israeli illustration. The series of
exhibitions presents various facets of this vibrant professional field,
revealing a realm of outstanding and rich endeavor. Saar curated this
series of exhibitions after having instigated and curated the Tel Aviv
[llustration Week over several years, providing in-depth reviews of
the field of Israeli illustration in his journalistic writing, giving talks
about it, and attending it in many other ways. Thanks are due to
Saar’s co-curators, who organized the group exhibitions with him, for
their professional and excellent work: Shua Ben Ari in the historical
exhibition Rock, Textile, Scissors and in the exhibition Tell Me More:
In the Graphic Novel's Footsteps, and Inbal Reuven in the exhibition
Binge. Thanks to Shy Inbar for the artistic direction of the project
The Neverending Illustration.

We would also like to thank the authors of the essays in this
volume for offering insights into the exhibitions, and the illustration



Tell Me More: In the Graphic Novel’s Footsteps
Ofra Amit, Nino Biniashvili, Alon Braier, Zeev
Engelmayer, Keren Katz, Noa Katz, Michel Kichka,
Gilad Seliktar

Co-Curator: Shua Ben Ari

Exhibition Design: Ariel Armoni

The exhibition is supported by Emda Group

Nino Biniashvili
Supported by Shlomit Mandelkern; and the Shamoon
College of Engineering (SCE)

Keren Katz

Photography: Lilach Raz

Wire Sculptures: Itai Ron Gilboa
Supported by Koyama Provides

Michel Kichka

Scenes from the film My Father’s Secrets,
France/Belgium, 2022

Directed by Véra Belmont

Script: Valérie Zenatti, Véra Belmont

After Michel Kichka’s book Second Generation —
The Things | Didn’t Tell My Father, Dargaud, 2012
Production: Je Suis Bien Content, Left Field Ventures
Distribution: FilmHouse Inc.

Courtesy of FilmHouse

Zeev Engelmayer

Assistant Curator: Natalie Tiznenko

Thanks to all the artists who agreed to share with us their
homages to Shoshke.

The Wild and Crazy History of Israeli Illustration

Zeev Engelmayer, Keren Katz, Lilach Raz

Artistic Assistance: Tamar Engelmayer, Roni Kaufmann,

Tal Lotan, Mika Loti Maoz, Hadar Reuven, Adi Salant, Ori Stav
Voiceover Narration: Dori Ben-Ze’ev

Video and Sound Editing: Tamar Engelmayer

Recording: Roy Zu-Arets

Extras: Ofra Amit, Orit Bergman, Michal Bonano,

Yuval Caspi, Dor Cohen, David Duvshani, Tsahi Farber,
Hagay Giller, Daniel Goldstein, Nimrod Havilio, Tamar
Hochstadter, Noa Katz, Michael Lehmann, Roni Nova,

Itzik Rennert, Hadar Reuven, Gai Safran Lulai, Ori Stav,

Niv Tishbi, Anat Warshavsky, Michal Weinberg, Hadas Zeira

Cancellation of lllustration Week
Production and Photography Assistant: Adi Salant

Ilana Zeffren is Inspired for the Historical Comic
Strip Rishumon
Props courtesy of Meirav Chen, Tosha Good Old Stuff

Hanoch Piven Discovers His Unique Style While Shopping
at the Market
Location: Meirav Chen, Tosha Good Old Stuff

Uri Fink Plotting Zbeng!
Assistant: Preeti Rao

Nahum Gutman Crosses A Small Town with a Few People
Assistants: Maya Antonia Haifler, Theo Kaufman,
Mika Loti Maoz

Yossi Abulafia and Danny Kerman Meet at
Café Kassit, Tel Aviv
Assistant: Mika Loti Maoz

Daniella London Dekel at a Moment of Enlightenment
that Sparked Hamudi

Assistants: Adam Gor, Alon Gor, Maya Antonia Haifler,
Theo Kaufman, Daphna M ., Hadar Reuven

Binge [ongoing project]

Shira Giladi, Sergey Isakov, Aviv Katz,

Ben Molina, Gai Safran Lulai

Co-curator: Inbal Reuven

Presented in collaboration with, and thanks to the
generosity of the Edmond de Rothschild Center

monday.com: The Neverending lllustration

Gal Bulka, Maayan Cohen, Ran Daskal, Eden Foxiniano,
Inbal Gery, Ori Greenberg, Noa Kahana, Miri Kuntsman,
Shelly Levavi, Yael Rosen-Keren, Shany Yasmin

Art Director: Shy Inbar

Supported by monday.com
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