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RI MA : PASSAGES IN SEPHARDIC SCULPTURE




In one late-night conversation, my mother told me a family story about Rima. Not
much is known about her, only that she traveled the world alone during a time
when it was very difficult to travel, especially for a religious Jewish woman from
Irag with seven children.

The women in the family passed down her story with amazement and envy:
Rima, the woman of the world. It is known that she reached India and also
Palestine and was there during the 1929 riots. She survived because she locked
herself in a bathroom. It was also said that the women in the family “cele-
brated” when she passed away because they all wanted to take the beautiful
fabrics she brought back from her travels around the world. Her story intrigued
me greatly, partly because of the striking contrast between this remarkable
woman and my grandmother, who was always bitter and stubborn. Even on her
last day, my grandmother did not forget the pain of her older brother forcing her
to marry a much older man, preventing her from marrying the love of her life.

Together with my mother, we set out to learn more about her. We didn’t find
much, but one chilling fact that even my mother did not know, which changed
our perspective on Rima, was that she started traveling the world after her
eldest son was murdered by the family of his lover.

Rotem Tamir
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FOREWORD

| first met Rotem Tamir in 2021 in her studio in St. Paul, MN, and | was instinctively
drawn by her ability to create work that connects—with and beyond—personal
histories, ancestral knowledge, faraway geographies, and multilayered identities.

As a curator who has worked with immigrant communities, and as an immi-
grant myself, | am passionate about holding welcoming spaces for fundamental
conversations around belonging and cross-cultural exchange. Curated by Sharon
Toval, Tamir’s solo exhibition RIMA: Passages in Sephardic Sculpture is one of these
spaces: a place of exceptional density that engages the senses and blends timelines.

Tamir’s journey to the US started in 2011 when she moved from Israel, her
birth country. After relocating several times, she landed in Minnesota in 2020
to work as an assistant professor in sculpture in the Department of Art at the
University of Minnesota. Moving, as an immigrant, a woman, and a descen-
dant of nomadic ancestors, during a pandemic, adds layers of complexity to
the already charged experience of what 2020 was for many. Since being here,
Tamir has grown fast roots: physically, by creating indoor and outdoor sculptures
for major cultural hubs in the region (Franconia Sculpture Park, the Weisman
Art Museum, and the Minnesota Museum of American Art, to mention a few),
and more broadly by contributions that enrich this vibrant artistic landscape
with her innate attitude for collaboration. In Tamir’s process are interwoven
narratives of ancestral nomadic pasts and present concerns; while her use of
mediums celebrates the wisdom, craft, and labor of Middle Eastern and North
African Jewish women, the symbols represented bring up universally relatable
questions. Can everyday objects be catalysts for exploring the past, the present,
and the future? How do you build a sense of home? Can rituals bring us closer
to ourselves and each other?

Tamir’s artwork Mattress / 11’7’1 (Jerayah) (2020) answers these questions
beautifully. To provide a place for rest and reassurance to her young son during
an uncertain time of worldwide isolation, the artist infused her memories of
family rituals into making an object that looks, at first glance, of common use:
a mattress. This Jerayah," which has been central to Tamir’s recent exhibitions,
is the result of a long and complex making process, conducted by Tamir through
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Jerayah means mattress in Judeo-
Tripolitanian Arabic, a language spoken
by Jews formerly living in Libya.
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an ethical code that acknowledges all materials, lands, techniques, and the
people involved. Collaborators include the Windswept Hill Farm & Studio, which
contributed many hours of labor and skills in preparing the stuffing wool, and
Grandmother Wassi, who also made a Jerayah, the one Tamir’s family gathered
on for Passover Seder nights to read the traditional text in the hybrid language
of Jews from Libya.

So when you look at this Jerayah, you are no longer looking at a mattress or a
sculpture. It is a whole universe made of connections: cross-cultural, multigen-
erational, timeless ones, based on care and repetition. To rethink objects like a
mattress under this light of complexity, comfort, and labor, is a gift for the people
of Rochester. In a city where care is at the forefront of many activities, a deeper
connection with the history of an object can hold a unique healing power.

For this gift, the Rochester Art Center thanks the artist, Rotem Tamir, the
curator of the exhibition, Sharon Toval, and the exhibition’s primary sponsor,
the Office for Research and Innovation at the University of Minnesota. We also
thank our funding supporters from Rimon: The Minnesota Jewish Arts Council,
an initiative of the Minneapolis Jewish Federation, and the voters of Minnesota
through a Minnesota State Arts Board Operating Support grant. Just as the
making of one Jerayah takes a village but feeds a whole community, this support
makes it possible for us to organize a solo exhibition by an artist whose work
contains multitudes.

Zoe Cinel
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DWELLING
IN PRESENT
MEMORY:

Transiting between
Creation and Completion
of North African and
Middle Eastern Crafts

Sharon Toval
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Introduction: Folding Time into an Ecstatic Present

Continuing her recent artistic research, Rotem Tamir delves deeper into the
challenges of her position as a woman, an artist, and an academic in American
society who is also of North African and Middle Eastern Jewish heritage, where
crafts were considered an existential act. Where does Tamir’s creativity begin,
and where does the ingrained knowledge emerge? How does she create beauty,
and at what cost does she suffer and sacrifice herself? These questions are
addressed in her sculpture Pu’ah,’ where Tamir revisits the traditional Libyan
mattress, the Jerayah, with its multifaceted uses in the Eastern home.

A metaphysical leap arises from the exhibition’s function as an artistic ensemble
composed of various layers. The artworks create a unique space-time dimen-
sion—“cosmic gateways”—leading viewers to a realm where time is negligible,
where everything happens, has happened, and will happen simultaneously.
In space, the events converge and take on meaning as a simple sound that
encompasses everything yet is nothing at all. Within this heterotopic sphere,
Tamir weaves textures from the past with the present and the forms of a pos-
sible future. Through Sisyphean effort, she transforms a wool-filled mattress in
her studio into a sculptural surface devoid of functionality, a purely aesthetic
object. But is it truly devoid of function?

Positioned as a circle in the center of the space, the mattress serves as the
exhibition’s focal point, allowing for various perspectives from all four directions
of the room and, by extension, in all four cardinal directions: the direction of
the heart, the direction of the ropemaking/torture apparatus, the textile area,
and the domestic space.

A bronze sculpture in the shape of the Hebrew word for heart represents the
“direction of the heart.” The polished bronze, which resembles a golden object,
reflects the viewer’s metaphysical space within the exhibition. In Hebrew, the
word lev (27, heart) has a dual meaning: it represents the organ that connects
the mind to the body, serving as the epicenter, the beginning of all events. Lev
also signifies love, the most potent energy in the universe.? The two letters
comprising the Hebrew word carry profound symbolism: the letter bet rep-
resents home and duality, opening the first word in the Bible (Bereishit), and
the letter lamed symbolizes learning and the aspiration for spiritual ascension
through knowledge, being the last letter in the Bible concluding the word /srael.

An installation resembling a tower of
mattresses with embedded blown resin
balls. This installation was acquired and
is displayed as part of the permanent
collection at the Museum of American Art
in St. Paul, MN.

The Hebrew word lev (heart) has a
numerical value of 32, which is the
number of times the word Elohim (God)
appears in the first chapter of Genesis
in the Bible. This value also aligns with
the architecture of 32-bit computing,
referring to computer systems with
processors, memory, and other major
system components that operate on
data in 32-bit units. In Kabbalah, the
heart is understood to mean “the house
of knowledge,” or, in other words, the
mind. Not long ago, scientists discovered
that the heart contains brain cells, sug-
gesting that it is an integral part of the
brain with its memory, complementing
that of the primary brain.
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The word /Israel is a psychological state representing the ultimate stage
of reaching completion, a phase of total unity between infinite energy and
humanity, the fourth stage after Egypt, Desert, and Canaan, where Abraham,
our forefather, achieved completion through binding Isaac, acknowledging the
existence of a unique god, and abandoning his rich Mesopotamian culture.

The exhibition is rooted in the act of creation, not because it creates, but
because it exists in the space between creation and completion, the sacred place
where connections between Tamir’s personal and familial traditions merge and
dissolve time. It also results from a long physical journey through time and space.
Tamir sought to recall craft creations from the Kutch region in North India to the
Negev desert in Israel, learning wool processing, weaving, pigment extraction from
various plants, fabric dyeing, and block printing. She studied block printing and
natural dyeing crafts under the Master Sufiyan Ismail Khatri, from the Khatri com-
munity, with a history of over four thousand years in these crafts. Her instructors
noticed that Tamir was a natural—her first attempts were already complex patterns.
This knowledge is innate and rooted in her family’s DNA. It is the same connection
as the biblical act of binding Isaac. Tamir folds time into an ecstatic present and
connects ancient traditions to the future space that she will leave for the world.

How the Things People Make, Make People
The universe is not based on absolute beauty and goodness. Instead, it is
composed of dualities. Handcrafted work involves physical, mental, and social
suffering. In her seminal article about bodily, mental, and social transformations
experienced by weavers in Sirwan, Morocco, Myriem Naji analyses the physical
space where the loom is placed in the home, often depending on the male head
of the household.3 Larger families typically place their looms in well-lit central
areas. Yet, many women continue to weave in dark and secluded corners, iso-
lated from family movements, as weaving rarely serves as the primary source of
income.# Cultural and societal rules subject young girls to physical restrictions,
especially before puberty, to teach them not to spread their legs while working
and to prevent back strain, as this posture might suggest sexual desire. Over the
years, the female body undergoes painful transformations until it gains strength
and overcomes the distortions caused by these restrictions.

Patience (savlanot) and suffering (sevel) are two Hebrew words with the
same root. Patience requires restraint and enduring energy, often resulting
in physical and mental suffering. Women often isolate themselves for days to

Myriem Naji, “Gender and Materiality
in-the-Making: The Manufacture of
Sirwan Femininities through Weaving in
Southern Morocco,” Journal of Material
Culture 14, no. 1 (March 2009): 47-73.

According to the stories in Libya, all the
women from the same family would
gather to make a mattress for one of the
family homes.
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complete weaving a carpet or preparing a mattress. They must sit in unnatural
positions that distort their bodies. In the exhibition, Tamir references this suf-
fering through two wool-stretching devices she constructed, with red threads
tied between them, suggesting blood. But the device also resembles medieval
torture devices, constructed from rough wood with a spiral mechanism that
mimics the contraption used to stretch the body to the point of tearing. Tamir
connects this imagery to the painful bodily transformations women undergo
to conform to patriarchal norms that still prevail in many parts of the world.

Sounds from the Past as Realization of the Jerayah

Tamir’s Grandmother Wassi created the Tripolitanian mattress, the Jerayah,
which serves multiple purposes, such as providing protection against bullets
during wartime or concealing valuables in secret pockets. Hearkening to the
family’s Jerayah-making tradition stems from the artist’s desire to connect with
her family’s past, drawing from generations of women on her father’s side.
In her article for the Walker Art Center’s online platform, Mn Artists, Rotem
describes how she absorbed knowledge of those mattresses from her uncles’
experiences.> Thus, the Jerayah becomes a repository of familial knowledge and
memory, transforming into a sculptural object in the exhibition.

As part of the mattress’s creation, it requires fabric for the outer layers.
Tamir dismantles the fabric-making process in the exhibition, displaying some
of the printed fabrics on the central wall. During her time in North India, she
learned wooden-carved stamp making in Rangotri, and a traditional woodblock
print technique called Ajrak at Kutch. Her mother taught her to prepare the
traditional Iraqi dish kubbeh, which inspired some of the patterns. Culinary tra-
dition, so prominent in Iragi culture, also plays an important role in the exhibi-
tion’s ambiance. Tamir’s journey to learn fabric-printing techniques began after
she learned from her mother, whose family is from Irag, about her great-aunt
Rima, who lived four generations earlier and traveled the world as a pioneer,
having left Baghdad after the murder of her son. Rima, the trailblazer, collected
exquisite fabrics from each place she visited. Tamir journeyed to India as a
gesture of female admiration and in search of this mysterious figure, but also
with a subconscious hope of reconnecting with a memory that doesn’t exist.

Speakers embedded within the round mattress enhance the familial mem-
ory in the exhibition. This sound piece, created in collaboration with sound
artist Nir Jacob Younessi, consists of layers of sounds recorded during the

Rotem Tamir, “Jerayah: Making as a
Catalyst for Remembering,” Mn Artists,
November 9, 2021, https://mnartists.
walkerart.org/jerayah-making-as-a-
catalyst-for-remembering. Here, Tamir
provides a detailed description of the
process of making the traditional Jerayah.
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mattress-making process. A secondary sonic layer features Tripolitanian Jewish
songs, including “Chad Gadya”¢ (“One Kid” in Aramaic), sung by Tamir’s father
on Passover eve, and “Yehi Shalom B’cheylanu” (“Let There Be Peace among
Our Troops™), sung to celebrate a son’s birth.” At the heart of the sound work,
with its repeated hymns and tones, one can sense the Sisyphean manual labor
and the cyclical lows and highs of both personal and collective memory. The
sound coming from the mattress is sometimes muffled, as if a voice is fading
away or being buried underground. This serves as a reminder of the artist’s
partial deafness, which occurred suddenly during her teenage years. There
are frequencies that Tamir can’t hear without her hearing aid, and these fre-
quencies were removed from the sound mix, so she could fully listen to the
entire soundscape.®

Dwelling

The domestic sounds extend to a corner of the exhibition that represents a
nostalgic, multigenerational concept of home. A mattress lies on the floor, with
a Susita car chandelier hanging above it.? Visitors can relax on the mattress,
as they would in their own home, and, while doing so, gaze at the underneath
of the car. The tapestry of memories includes objects that Tamir hides in the
mattresses, such as large bubbles made of liquid pine resin, blown using a
technique invented by Tamir, similar to glass blowing. Resin is the tree’s pro-
tective mechanism against insects and fungi, eventually becoming amber when
it hardens in the ground. The golden resin spheres refer to the classic design
traditions of crystal vases, which are symbols of luxury. These shimmering lights
reflect the artist’s pride in her Jewish heritage. In a corner of the space, there is
a pile of brown glass bowls containing tzitzit, a memory of the bowls that Aunt
Liza, one of Grandma Vassi’s sisters, with whom Tamir spent a lot of time with
during her childhood, used for both lighting candles and Friday meals. Tamir
absorbed these memories, which ultimately gave birth to a meditative instal-
lation that gestures toward and encourages spiritual transcendence.

The disposition of the artworks in the exhibition space simulates an endless
conceptual spiral, like the vital force or conatus of Spinoza. The exhibition draws
its strength from a constant movement between the physical and metaphys-
ical connections created among the artworks, resulting in a dominant, flow-
ing, and sustainable thread starting from the roots of the tree from which the
resin was taken, through the circle of the mattress, and ending with the word

“Chad Gadya” is a significant song that
Jews have been singing for thousands

of years during the Passover Seder. The
song contains rich symbolism in each of
its verses, referencing the goat, cat, dog,
fire, water, ox, and more. The repetition
in each stanza underscores the highs and
lows in Jewish history. While most of the
song is focused on the past, it ends on
an optimistic note, pointing toward a
bright future.

There is no equivalent song to celebrate
the birth of a daughter.

Listeners are unable to discern these
subtle sonic nuances.

Susita is the name of the only car ever
produced in Israel by the Autocars com-
pany between 1960 and 1978. The early
versions of the car were made from prim-
itive materials like wood and fiberglass
and fell apart easily, especially during
traffic accidents. Even today, the Susita
is synonymous with something ancient
and poorly functioning.

27

lev, representing the tree’s highest branches. All to the rhythm of the sound
emanating from the mattress. Thus, in an infinite circle, Tamir has created a
multilayered, multi-temporal cultural and social space.
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THE HUMBLE
PRINCESS IN
THE THEATER
OF CRUELTY, °*

The Contiguous Worlds
of Rotem Tamir

Ktzia Alon
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The Northern Indian state of Gujarat, Libya, Iraq, Israel, and the United States—
all these regions represent layers of culture, depths of meaning, and broad
registers of practices, behaviors, and traditions. Artist Rotem Tamir gradually
weaves these elements into her soul, ultimately distilling them into a powerful,
surging, and complex artistic creation. In her current exhibition, curated by
Sharon Toval, Tamir’s work reaches its peak, offering an immersive, multisen-
sory experience that is intimate, enveloping, and deeply personal.

In a composition that is nothing short of magical, Tamir successfully merges
conflicting auditory and visual elements to create a striking synthesis in the
rich symbology of contemporary Mizrahi femininity, a post-postmodern Eastern
feminism." This exhibition extends the impressive sculpture Pu’ah, which was
acquired by the Minnesota Museum of American Art.2

Through a profoundly biographical journey, Tamir returns to her cultural
roots—the feminine crafts of weaving, mattress making, dyeing and printing on
fabric, embroidery, and lacework. Tamir unites various realms of knowledge:
the world of famous children’s tales, her personal and scarred biography, the
grim realm of torture, a sadomasochistic world that recalls the provocative
philosophy of French thinker Georges Bataille (1897-1962), and, finally, the
Jewish and Jewish Arab worlds, with their respective roles for women and their
violent histories.

| will explore these intricate and beautiful worlds one by one.

Many fairy tales center on the princess; in our context, the most important
ones are “Cinderella” and “The Princess and the Pea.” These stories present
young girls with a model of idealized femininity—the expectation of a prince on
a white horse who will rescue them from their miserable conditions and bring
them a life of wealth, glamour, and redemption. Tamir skillfully reinterprets
these tales, integrating them into her artwork’s content. She also combines
them: Cinderella is the princess with the pea, as well as the artist herself—or
any artist, for that matter.

In “The Princess and the Pea,” the princess is revealed when she can feel a
pea placed beneath the mattress she sleeps on, an ultimate test to determine
if she is sensitive enough to be worthy of marrying the prince. The ability to
sense even a tiny disruption is the noble trait of a true princess. Hans Christian
Andersen popularized this fairy tale, originally a Swedish folk tale, interpreted by

Jews who arrived from Arab countries,
India, Iran, the Balkans, and other places
to which the expelled Jews from Spain
migrated. The Jewish people are divided
into two major spiritual traditions:
Sephardic and Ashkenazi.

Tamir discusses this work in an interview
with Katya Oicherman that accompanied
the Im/perfect Slumbers series of
installations at the Minnesota Museum
of American Art, February 11-August 20,
2023, https:/mmaa.org/im-perfect-
slumbers-artist-interviews/#toggle-id-8.
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Liza Minnelliina TV adaptation in 1984, and by Sarah Jessica Parker in a Broadway
musical in 1997. Two icons of contemporary American femininity, Minnelli and
Parker, embody a character archetype that appears to be far removed from the
artist’s persona. But perhaps it is precisely the artist who possesses the clarity
to sense the forgotten scandal known as reality, and who can detect the smallest
detail, seemingly insignificant, that disrupts sleep, in all senses of the word. Isn’t
the artist particularly sensitive to the hardships, stress, and discomfort inherent
in post-postmodern life—to injustices, humiliation, oppression, and disrespect?

Rotem Tamir’s internal feminist cry becomes an outward scream, expressed
through different artistic means: the blankets, the threads, and the “pea,”
which is a gold resin bubble. Cinderella, Tamir’s princess, diligently worked in
her home, serving her stepmother and three stepsisters, until the prince dis-
covered her. What is an artist, if not one who labors tirelessly until their work
emerges into the world and gains recognition, becoming a “Cinderella”?

Tamir makes these fairy tales her own: she sews the mattresses, stuffs
them, and places the “pea.” Tamir herself /s the mattresses, the threads, and
the glimmering light droplets. The endless industriousness characterizes her
work, an element tied to her biography and the Sisyphean nature of women’s
work. The repetitive patterns have a clear connection to Islamic traditions and
cultures, from which Tamir’s family originated, with roots in Libya and Irag.
The ornamental patterns are considered sacred geometry, a gateway to the
transcendent. Tamir learned traditional Islamic design techniques from a devout
Muslim master in Bhuj, the capital of the Kutch district in the Indian state of
Gujarat. She learned the complex process of block printing, where intricate
patterns must align perfectly, as in a difficult puzzle. When the master inspected
the finished textiles, he was astonished by the high-quality prints and wondered
who made them, not expecting a student to produce such detailed work.

Tamir adapted these traditional Islamic patterns to give them a unique
Jewish, personal, and universal form. Her ability to distill the act of making
kubbeh, an Iraqgi dish, into a decorative pattern is a vital aspect of this exhibi-
tion. The laborious handcraft of making kubbeh becomes a beautiful geometric
pattern repeated endlessly on the textiles.

Another recurring theme in Tamir’s work is the element of darkness,
which refers to violent forces in life, body corruption, and evil. In Pu’ah, the
golden bubbles resembling the pea evoke Georges Bataille’s Story of the Eye, in
which the circle represents an eye, an egg, the sun, and a testicle, as part of a

RIGHT: Pu’ah, 2023. Permanent Collection
of Minnesota Museum of American Art.
Photo Credit: Rik Sferra.
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sadomasochistic journey through sex and the death of a young couple. Bataille
published Story of the Eye in 1928, causing an uproar in France. He was influ-
enced by the Marquis de Sade, Nietzsche, and the Surrealists, seeking to break
boundaries, challenge societal taboos, and shock conservative institutions to
their core.

Suffering and torment are not foreign themes in Rotem Tamir’s work. Even
in seemingly innocent children’s fairy tales, there are always cruel elements:
in addition to Cinderella’s stepsisters’ and stepmother’s abuse, it is explicitly
mentioned that they cut their feet in a desperate attempt to fit into the glass
slipper. The ultimate test in “The Princess and the Pea” is, in fact, the infliction
of suffering through the prevention of sleep.

The central installation in the exhibition space, a rope-making apparatus,
also resembles a torture device. Sharon Toval aptly observes, “But the device
also resembles medieval torture devices, constructed from rough wood with a
spiral mechanism that mimics the contraption used to stretch the body to the
point of tearing.” The fact that the village carpenter built both the rope-making
apparatus and the weaving loom, both made from the same materials and
techniques, captivated Tamir’s imagination. Another dichotomy that captured
her interest is the division of labor spaces: the outside as a masculine space
and the domestic inside as a feminine space. Sometimes the same work was
done in both spaces—rope-making versus thread-making. Through this cen-
tral sculpture, Tamir seems to connect the two, the masculine and feminine,
replacing the rope with woolen threads, where the device itself is designed to
make ropes, not textiles.

The mechanism also carries historical connotations related to the Jewish
people, referencing a dark chapter in Jewish history: the Inquisition (in the
1390s). The horrors of the Inquisition are etched into the Jewish collective
memory, comparable to the Holocaust. The climax of persecution and torture
was the expulsion of the Jews from the Iberian Peninsula. Many of the deport-
ees, known as Sephardic Jews or Jews of Spanish origin, found refuge in Islamic
countries in North Africa, the Middle East, the Balkans, and India. In the twen-
tieth century these communities were again uprooted, and many, including
Tamir’s grandparents, left for Israel where they were identified by the term
Mizrahi, or Eastern Jews. The Jews of Spain were forced into exile in the same
year Columbus discovered America, and contemporary postcolonial research
focuses extensively on the intersections of these events.
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Rotem Tamir has crafted a complex space rich with meaning and sophistica-
tion. We walk through the space, pondering the images, wondering about the
symbolic universe presented before us. Undoubtedly, in the creative process,
the artist as a subject discovers herself, as does the audience. Rotem Tamir’s
rich repertoire provides essential insight, giving us the capacity to gather sym-
bolic and mystical forces for our journey, for hers and for ours.
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RIMA: PASSAGES IN SEPHARDIC SCULPTURE
Rotem Tamir

1 The Eye Sees, and the Heart Becomes Weak
(El-ain tshof wel-galb ykhaf)

376 x 17 x 49 inches

Reclaimed wood (cedar, old-growth white pine,
cherry), zinc hardware, muriatic acid, cork,
brass, copper, wool yarn, soda ash, Synthrapol,
rose madder, India madder, cochineal, cement
blocks, black goat hair, nomadic floor loom
(folded), and Duralex glasses

2-4 Long Live Your Hands (Ta’eesh Eedak)
214 x 57 inches

Hand-carved wood-block print on linen,
soda ash, Synthrapol, myrobalan, calcium
hydroxide, gum arabic, aluminum acetate,
kaolin clay, ferrous sulfate, pomegranate
powder, indigo powder, and rose madder

5 Mother of the World (Um el-Dunya)
Sound by Nir Jacob Younessi, Rotem Tamir
Sound editing: Nir Jacob Younessi

75 x 38 x 80 inches

Organic cotton, soda ash, Synthrapol,
myrobalan, indigo powder, rose madder,
calcium hydroxide, linen, tufting twine, nylon
thread, locally sourced wool yarn, speakers,
speaker cable, PVC pipe, amplifier, pine rosin,
beeswax, cheesecloth, sumac, za’atar, and
rabbit-skin glue

Iﬂ_{iw_lil

ey 7 TO ACCESS AUDIO,
f:sﬁe SCAN THE QR CODE
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6 Lev
30 x 32 x 1inches
Cast bronze

7 Jerayah (No. 2)

147 x 31 x 9 inches

Organic cotton twill, soda ash, Synthrapol,
myrobalan, calcium hydroxide, gum arabic,
aluminum acetate, kaolin clay, ferrous sulfate,
pomegranate powder, indigo powder, rose
madder, tufting twine, nylon thread, and
locally sourced wool yarn

8 Susita Stories: Remembering Rosa

72 x 29 x 27 inches

Fiberglass mat, polyester laminating resin,
gelcoat, fiberglass machine screws and nuts,
embroidery, locally sourced wool yarn, and
rose madder

9 Friday’s Dinner
9 (diameter) x 3 inches
Duralex bowl, cotton thread
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Myriem Naji, “Gender and Materiality 5§
in-the-Making: The Manufacture of
Sirwan Femininities through Weaving in
Southern Morocco,” Journal of Material
Culture 14, no. 1 (March 2009): 47-73.
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