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[Fig. 11 A girl from Nazareth in local costume

Photo: Photographers of the American Colony, Jerusalem
G. Eric and Edith Matson Photograph Collection

Library of Congress, Prints & Photographs Division,
Washington D.C. (LC-DIG-matpc-23088)
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[Fig. 2] James Jacques Joseph Tissot,

Jesus and his Mother at the Fountain, 1886-1894
Brooklyn Museum, New York

(accession number 00.159.38)
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[Fig. 3] The Fountain of the Virgin in Nazareth, 1894
Photo: Robert E. M. Bain

From: John H. Vincent, James W. Lee, R.E. M. Bain,
Earthly Footsteps of the Man of Galilee, London, 1894
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[Fig. 4] The Nazareth Fountain (sabil), c. 1890
From: A Month in Palestine and Syria, April 1891
Courtesy: New Boston Fine and Rare Books, Tucson, Arizona
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[Fig. 5] Postcard, the Nazareth Fountain (sabil), early-20th century
Alexander Collection, The Alexander Museum of Postal History and Philately
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[Fig. 6] Felix Bonfils, the Nazareth Fountain (sabil), 1870-1890
Library of Congress, Prints & Photographs Division,
Washington D.C. (LC-DIG-ppmsca-02731)
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[Fig. 7] Postcard, the Nazareth Fountain (sabil), early-20th century
Photo: K. K. Bergen

Alexander Collection, The Alexander Museum

of Postal History and Philately
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[Fig. 8] Postcard, the Nazareth Fountain (sabil), early-20th century
Photo: K. K. Bergen

Alexander Collection, The Alexander Museum

of Postal History and Philately
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[Fig. 9] David Roberts,

The Fountain of the Virgin in Nazareth,

lithograph, color, 1839

Library of Congress, Prints & Photographs Division,
Washington D.C. (LC-USZC4-3450).

The Holy Land, Syria, Idumea, Arabia, Egypt and Nubia
from drawings made on site by David Roberts;

lithographed by Louis Haghe.
London: F.G. Moon, 1842-1845, v. 1, pts. 3-4, p. 14
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olive tree, Nazareth, 1960s
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[Fig. 1] Vessels for carrying water,

the jarrah and the smaller ‘asaliyyah (from left to right):
Gaza, Rashaya al-Fukhkhar, Ramallah (h. 58.8 cm),
Jaba’, Gaza, Kfar Samir (Haifa)

Ceramics Pavilion Collection

Photo: Leonid Padrul-Kwitkowski
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[Fig. 2] Drinking jugs

(from left to right): ‘ibriq ahmar and “ibriq abyad
Rashaya al-Fukhkhar, reddish ‘ibrig Hebron (h. 34.5 cm),
white ‘ibriq Irtah, black ‘ibriq Gaza

Ceramics Pavilion Collection

Photo: Leonid Padrul-Kwitkowski
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[Fig. 3] The well at Kafr Kanna.

A carved sarcophagus was used as a trough for the flocks
From: Wilson, C.W., Picturesque Palestine Sinai and Egypt Il
London 1881, p. 55
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Abraham's Servant Meeteth Rebecca, 1896-1902
© The Jewish Museum/Art Resource, NY
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[Fig. 5a] Mahmud Mukhtar, Returning from the River
From: Museum of Sculptor Mahmoud Mokhtar, Cairo 1984
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[Fig. 5b] Mahmud Mukhtar, Fallahah raising water
From: Museum of Sculptor Mahmoud Mokhtar, Cairo 1984
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[Fig. 6] House interior at Rashaya al-Fukhkhar, 1983:
Plastic and aluminum utensils used alongside traditional pottery vessels

Photo: Gregory Vinitsky
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[Fig. 7a] Rooftop water tanks, West Bank
Photo: Benny Ziffer
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[Fig. 7b] Zir, Sinjil (h.64 cm.)
Ceramics Pavilion Collection
Photo: Leonid Padrul-Kwitkowski
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[Fig. 2] Symbol of the town of Nazareth
depicting the sabil (Mary Fountain)
and next to it the ficus tree

Design: Anan elSafadi
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[Fig. 3a] Stamp with the Nazareth symbol,
"City symbols” series (part 1)

issued February 2nd, 1966

Design: Maxim & Gabrielle Shamir.

Courtesy of the Philatelic Service - Israel Post
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[Fig. 3b] Stamp showing the Mary Fountain

in Nazareth, inspired by an engraving by

W.H. Bartlett (1850), from the

“Crusades in the Holy Land” series (part 1),

issued for the second millennium and the

visit by the Pope to the Holy Land, June 22nd, 1999.
Design: Habib Khoury

Courtesy of the Philatelic Service - Israel Post
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[Fig. 4] The Fountain of the Virgin, following renovations carried out to it within the
framework of the "Nazareth 2000" project, 2013
Photo: Sharif Sharif-Safadi
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From the Ziona Rabau family album
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[Fig. 11 Gustav Doré, Rebecca and Eliezer, engraving, 1865

Collection of Nurith Kenaan-Kedar
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[Fig. 2b] Studio portrait,

Clara and Leon Soustiel in Arab costume, 1930s
The Soustiel family, View of the Town,

Tel Aviv-Jaffa town hall and photo archive,

Yad Yitzhak Ben-Zvi, Jerusalem
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[Fig. 2¢] Studio photo, Yehudit Shlaifer (Einhorn),
Tel Aviv, 1927
Courtesy of Yossef Shalev and Nirit Shalev-Khalifa
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[Fig.2d] Studio portrait, Hanna Kristal (Geller) and her friend in Arab costume, Tel Aviy, 1928
Yaakov Rothstein collection, View of the Town, Tel Aviv-Jaffa town hall and photo archive

Yad Yitzhak Ben-2vi, Jerusalem
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[Fig.2e] Studio portrait, a woman in an embroidered Arab dress
carrying a jar on her head, 1925-1930

Schneller collection, Photo archive, Yad Yitzhak Ben-Zvi, Jerusalem
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[Fig. 3] Pisanti (1,3,6), unknown artist (2), Sabra (4,5),
maids carrying jars, 1960s-1970s

Collections of Ben-Zion Zeev, The Children's Museum, Holon
Yaron Gayer, The Ziffer Family, Tamar Talisman
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[Fig. 4a] Oppenheim, decorative hanging plate,
depicting an image of an Arab girl

carrying a water jar on her way to the well,
beside a date palm

Collection of Nurith Kenaan-Kedar
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[Fig. 4c] Oppenheim, decorative hanging plate,
depicting an image of a girl

carrying a water jar on her way from

the well to the village

Collection of Adi Pistiner
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[Fig. 5] Girls dancing at the water festival, Kibbutz Urim, 1948
Photo: Zoltan Kluger
Central Zionist Archives, Jerusalem
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[Fig. 6] New Year greeting card, depicting
image of the maiden with the jar, 1940
Collection of David Tartakover, Tel Aviv
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[Fig. 7a] Oppenheim (?),

Jar decorated with an image of the maiden with the jar

Collection of Nurith Kenaan-Kedar
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[Fig. 7b] Oppenheim(?),

jar decorated with an image of the maiden with the jar
Collection of Vicky Ben-Zioni
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[Fig. 8] Pesach Ir-Shay, a proposal for an Israeli tourism poster, early-1950s

Collection of David Tartakover, Tel Aviv
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[Fig. 9a,b] Ziva Arbel,
communication's officer

in the third battalion of the
Yiftach Brigade, 1948
Photo: Boris Carmi

Meitar Collection
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[Fig. 10] Pesach Ir-Shay,

a proposal for an Israeli tourism poster,
early-1950s

Collection of David Tartakover, Tel Aviv
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figurine of the maiden and the jar, 1950s
Collection of the Ceramics Pavilion
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[Fig. 1] President Yitzhak Ben-Zvi's Hut
on lbn Gabirol Street in the Rehavia

neighborhood of Jerusalem, interior, 2013
Photo: Sarit Uzieli
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[Fig. 2] Yitzhak and Rachel (Yanait) Ben-Zvi,
in the President’s hut, Jerusalem, late 1950s
Yitzhak Ben-2Zvi archive, Jerusalem
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[Fig. 3] The carpet designed by Oded Burla (1957)

in the President Yitzhak Ben-Zvi's hut, Jerusalem, 2013
Photo: Sarit Uzieli
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[Fig. 4a] The carpet, a detail; Photo: Sarit Uzieli
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[Fig. 4b] Segment of mosaic floor from a church, depicting pomegranates and birds
(three effaced). Suhmata, Upper Galilee, Byzantine period, 6th century CE

Courtesy of Israel Antiquities Authority; Photo: Leonid Padrul-Kwitkowski
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[Fig. 4c] Floor mosaic in the Moses Church,
Mt. Nebo, Trans-Jordan, 531 CE
Courtesy of Studium Biblicum Franciscanum, Jerusalem
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[Fig. 4d] Floor mosaic in baptistery, Moses Church,

Mt. Nebo, across the River Jordan, 597 CE.

Courtesy of Studium Biblicum Francisganum, Jerusalem
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[Fig. 4e] [Fig. 4e] David Ohannessian, tiles panels,

St. John's Hospital and American Colony Hotel (opp. page),
Jerusalem, 1923-1925

Photo: Sarit Uzieli
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[Fig. 5a] The carpet, a detail
Photo: Sarit Uzieli
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[Fig. 5b] The Armenian Bird Mosaic, Jerusalem, 6th century CE
Photo: Nurith Kenaan-Kedar
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[Fig. 5¢] The joint workshop of Megerdich Karakashian and Neshan

Balian in Jerusalem, decorative plate inspired by the Armenian Bird Mosaic, 1940s
Photo: Sarit Uzieli

Weizmann House Collection, Rehovot



TN DN DT AT VI 1URATR 124

72 DX QIR 0°3°217 [PUW2 0127107 07257 MIAT °IW :IXTI YV '21V1 071D
YD ROW M%7 - 1D ORWI TIRN YDV DYAINWNH DR b=k anhiclsnRenirh]
30N 1R T3 PW T T . [x6 1K) DPIRTWT IR NP2y DOnyn ManKa
192 DAY 7INY 70K QIR R JFOR2 DOID°8 °0D°002 ¥R RAY
D°UID 2°¥M DINIPRT MW DMND LW TIDNRT N7 .D0NY W 18N
DPIMIRT AP°RP2 MM AW 77 MW7 .MP020m MavInn NPT Ma1? 03
Y .07 SW RRRm NOwDMm 7DD 1IN 1I92 KN T .[,26 DK
nPRWY 1Y K20 Dwm 1 (2°*92°X) b 01271 01 72 DININN

Nabliali7alkisb) W My 2°37 A0 [PLWR MD2 .01

17X MY :D17'Y ;01 MDY [x6 11'K]

[Fig. 6a] The carpet, a detail; Photo: Sarit Uzieli
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[Fig. 6b] Marie Balian, a plate decorated with an eagle
and a bird in a cage, inspired by the Armenian Bird Mosaic
Photo: Sarit Uzieli

Courtesy of the Balian family, Jerusalem
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[Fig. 6¢c] Panel, Armenian ceramics Jerusalem,

inspired by the Armenian Bird Mosaic, early-1970s

Photo: Sarit Uzieli

Collection of Nurith Kenaan-Kedar
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[Fig. 7] The carpet, a detail; Photo: Sarit Uzieli
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The Carpet in the Hut of President Yitzhak Ben-Zvi in Jerusalem

Notes

This article summarizes an article
first published in Motar 11, 2004:
pp. 49-56. The article was written
following curatorial work for the
preservation of the Hut of President
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and support.
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does appear in bird mosaics. These depict an amphora with a vine
emerging from it and two peacocks beside it. The image of an amphora
and an acanthus bush displays a variety of elements, including ornately
curved handles. This image is found too in Armenian ceramics [Figs. 6b,c].
Oded Butla, in his jars, presents an abstract and concise concept of jars.
There are depictions of earthenware drinking vessels and of copper jars
not intended for drawing water. The carpet corners feature an additional
decorative element of an intertwining vine.
Frontal female images in the carpet present an elaborate pictorial
perception [Fig. 71. On the long side of the carpet, the color blue is
prominent in the figures’ clothing, while red is pronounced in the clothing
of the young gitls on the carpet’s shorter side. The girls are presented as
flate one-dimensional figures; there are no differences among them. They
are attired in long dresses and kerchiefs. The colorful geometric forms and
thick contours convert the dresses into a colorful abstract field. One can
identify here a formal dialogue with the work of Picasso or with Cubism
in general. In other words, the dresses do not reflect a local costume but
rather depict a formal display on planes of color. The dialogue between
the various geometric forms translates it into an autonomous display. The
female images, while calling to mind archaic figures, are also presented in
an entirely new connection.

To conclude: Oded Burla's carpet carries out a dialogue with several
pictorial traditions, local and international, from Byzantine to modern
art; all of which confer upon the carpet a special place in the history of

modernist Israeli art.
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of late Roman and Byzantine art in the Eastern Mediterranean. Prof. Avi-
Yonah has written extensively on this subject.” While such conceptual
approaches can be discerned in the many Jewish and Christian floor-
mosaics that were discovered here, Burla would certainly have also been
familiar with the wall mosaics in Rome, Ravenna and Constantinople, as
well as with the stone reliefs of the period.

One can compare the emphasized frontal images of the date
palm and other trees in the carpet [Fig. 4a] with the tree images in the
Byzantine floor-mosaics [Fig. 4b], and the sarcophagi from the late Roman
and Byzantine periods. Many of these mosaics are characterized by the
arrangement of the images in registers.

In the mosaics of the Church of Moses in Mt. Nebo, for example,
human and animal figures are arranged in several registers interspersed
with flowers and trees [Fig. 4c]. A mosaic in the baptistery font, frontally
depicts in rectangular form a picture of fruit trees, and among them deer
and birds framed seemingly as a stone carpet [Fig. 4d],

Images of solitary trees also feature in Armenian ceramics. A panel
by David Ohannessian, in St. John’s Hospital in Jerusalem, displays a
solitary cypress [Fig. 4e].

Birds: The birds featured on the carpet are fantastic [Fig. 5a]. Although
depicted as abstract images, their form and movements recall those of
peacocks. Indeed, these images correspond with those of peacocks in the
6th century Armenian Bird mosaic [Fig. 5b] as well as those appearing in
Armenian ceramics [Fig. 5c].

Water jars and fig tree branches: Although the two central pairs of water
jars in the carpet recall traditional earthenware jars, the intertwined fig
tree branches bearing fruit arising from them, are not found in local Arab

or Israeli art [Fig. 6a]. A similar image of a jar with intertwined branches
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the local Byzantine monuments and the Armenian ceramics of Jerusalem
were also well known to Burla. It is important to note that he did not
return to biblical figures clothed in local Arab costumes, but turned

instead to entirely different sources of inspiration.

The carpet images and sources of inspiration

Frontal images were already characteristic in ancient Eastern art but were
primarily prevalent in Early Byzantine and Early Jewish and Christian
art. This perception of Eastern art later spread to the west and had a
significant impact on early medieval art.

Together with the Byzantine mosaics as pictorial sources of inspiration
in creating the carpet for the President’s hut, there was also the language
of forms and images of the Armenian ceramics in Jerusalem,' whose
visual sources also lie in the East: Byzantine art, Persian art, and that of
Iznik in Turkey. Armenian ceramics were known in Jerusalem even prior
to the establishment of the state and it can be assumed that Oded Burla
was familiar with their vast repertoire of images (fantastic birds, cypresses,
tulip flowers, etc.). The monumental works by David Ohannessian were
on display in the American Colony and at the Rockefeller Museum. The
joint workshop of Megerdich Karakashian and Neshan Balian had been

producing various vessels since 1922.

The individual elements

Trees: Images of a solitary tree or group of trees as a self-contained landscape

were characteristic of the art of those periods. Schematic representation of

trees through the use of geometric and linear forms was also characteristic
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figurative cycle generates a similar frieze on each side. At the center of the
long side is a tree, with an earthenware water jar at either side from which
twined fig branches arise. Beside each jar is a fantastic bird resembling
a peacock and above each one brightly colored birds are flying. A girl
beside each of the birds closes this middle group. The end of each long
side features two girls with a pomegranate tree between them, a water jar,
a cypress and another tree, as well as a house. At the center of the two
short sides a palm tree ascends into the blue rectangle, with birds at either
side, and next to each one a girl carries sheaves of ears of grain. Nearby
are a tree, a colorful jar and a small palm tree. The frieze is composed of
two rows of pomegranates whose intertwining branches frame the carpet.

There is no narrative development between the essentially different
images in the carpet — the girls, jars, trees and flowers; they are all featured
frontally, arranged in a symmetric rhythm. Their common link is their
frontal positioning. The images, depicted next to each other, remain
isolated elements and as such acquire an autonomous, symbolic meaning,.
It is possible that the meaning of the individual images bestows upon the
composition its essence. The scenes are composed of isolated elements set
in a symmetrical scheme, to be read from the center to the sides — neither
in a usual reading direction nor as an overall composition. This order
seems to me to diverge from that of Israeli paintings. One can discern
here several formal traditions that were available to Oded Burla the
painter, albeit entirely differing both temporally and in conception. But
Burla was able to create from these traditions a new work that reminds
one of certain works but also maintains a dialogue with them and at
the same time stands by itself. Burla was familiar with Israeli paintings,
particularly the works of Yochanan Simon, who depicted images of trees

with defined contours and characteristic figures. The floor mosaics from
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remained. The carpet features three female types, arranged in six pairs. An
additional difference between the sketch and the carpet is found in the
reduced number of fantastic birds, their removal from the central palm
tree and their relocation to the second middle picture.

The carpet constitutes the last decorative element to have been
added to the Presidents hut, whose entire contents reflected Land of
Israel symbols. Rachel Yanait had dictated the appearance of the hut in
accordance with the worldview held by her and Yitzhak Ben-Zvi in their
years of activity preceding and during his presidency. The expression of
“Israeliness” in decorating the hut was rooted in antiquity and in the Bible:
the Land of Israel and the Tribes of Israel. The Presidents hut constituted
“a display window” of Israeli statchood, and the carpet should thus be
perceived as a unique and representational work, in accordance with the

explicit declaration of creating a model in the spirit of “simplicity and art”.

[part b]

The carpet and local visual traditions

Description
The carpet reflects an additional stage in Israeli iconography in
relinquishing the well and memory of the well. Instead, the images of
young girls with water jars alternate with central images of trees, fantastic
birds and various jars. All the images bear new meanings on several levels.
The carpet is rectangular, measuring 4.95 x 6.40 m. The cycles of
images are constructed from close to the fringes of the carpet and rise
towards its center. The work is symmetrical and the images are perceived

from each side of the carpet’s center along its width and length. This
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cypresses, fig, pomegranate and olive trees, grape vines, wheat and tulips.
Some of them are holding sheaves of ears of grain. Domed houses are
scattered in the landscape, with arched doorways and small windows.
Earthenware jars and coffeepots feature in the background, and above
them splendid long-necked peacocks, and above them in turn glide birds
with glorious tails. The figures, the vessels and houses, are all turned
toward each other, expressively with hand and body movements and
produce scenes of symmetry and perfection. Oded Burla created here an
idyllic, legendary, colorful scene. The figures, the birds and the houses
are composed of both various connected geometric forms and of isolated
emphasized forms. Two “Trees of Life”, depicted as fruit-bearing date
palms, appear at the center of the scene, constituting its length axis; while
along the width axis are different palm trees, with broad fronds.

The reason behind the depiction of only female figures on the carpet
seems to have lain in the sense of frustration that Rachel Yanait Ben-Zvi
felt in her status as “the President’s wife”: “And the President’s residence
is the home of the President and his wife..., as in the distant past, so too
in the future the State of Israel a Hebrew woman can reach high; but in
today’s reality, just as the creative woman is a partner in the Settlement, just
as she is present in the humanities, among writers, so too can she make her
contribution in establishing the very essence of the President’s residence,
alongside the President, together with him. This is my heart’s desire.”"

As noted, there are differences between the original sketch and the
carpet, most of which can be discerned in the positioning of the elements
in the overall composition. Thus, for example, in the meeting between
Ruth Dayan and Oded Burla with Rachel Yanait it was agreed to remove
the older female figure of the pair, perhaps suggesting their identity as the

biblical Naomi and Ruth. In the end, however, it was the older figure that
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the final alteration and erasure markings." After the design had been
agreed upon, Dayan sent the order to the director of the Maskit weaving
workshop, Vasil Mendel, a new immigrant from Rumania, who had
studied the secrets of the trade in China. It was decided that the weaving
would be carried out at the Maskit factory in Umm al-Fahm, using the
method of Persian knots. Due to the size of the carpet — 4.95 x 6.40 m,
a special loom was constructed. A smaller carpet — 2.70 x 5.30 m — was
purchased for the President’s office, and a long carpet was also ordered
for the staircase. The two latter carpets also displayed motifs that were
featured in the main carpet [Fig. 3].

The carpet design was influenced by the Song of Songs, according to
Ruth Dayan, or by the Book of Ruth, as recalled by Burla, who linked it
to the female figures gathering sheaves of barley. The bold colors reflected
shades of red, pink, yellow, green and blue. The original sketch depicts a
quarter of the carpet area, from the width at mid-center to the length at
mid-center with a repeating pattern. However, from a comparison of the
sketch with the carpet sample, it seems that even after authorization by
the President’s wife, many changes were still made, both in regard to color
and particularly in positioning the elements. At the center of the carpet is
the sky, represented by a deep blue rectangle framed by a pale-blue stripe.
The carpet’s background on the sides is framed by different colors: yellow,
ochre, and brown, inducing an Eastern atmosphere.

The work depicts a colorful world with prominent local
characteristics, framed by pomegranates and with a date palm tree at the
center of the shorter sides, its canopy penetrating the rectangle of the
heavens and its lower fronds angled into the yellow background below
it, beneath which colourful birds are standing. On the ground women

attired in long dresses and kerchiefs are walking among palm trees,
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States and was employed by Maskit to design textiles, clothing, filigree
and silver works.

In the United States Burla’s work had reflected a style he called
“Yemenite and Eastern”. He recalled that in the 1950s “everybody was
trying to create Israeli art, which was a combination of biblical and
Eastern”.? He maintained that those who most appeared to represent
Israeli authenticity and “Land-of-Israeliness” were the Yemenite Jews,
particularly the artists among them, such as Bracha Zafira. Burla criticized
the enthusiastic, fashionable search for Eastern-Isracli components,
reflected in the commissions and orders for art works by institutions and
private individuals, and the artists who responded to these demands.
Burla contended that precisely due to his being a native Israeli, the
descendent of a Sephardic family, he did not identify with those trends
that perceived the Arab as representing the biblical figures; and that, in
contrast to them, he felt that he himself was an authentic representative
of the new and modern “Israeliness”.

Oded Burla presented Ruth Dayan with several proposals, including
motifs from other carpets that he had designed. Dayan chose an example,
which she recalls as being named “Song of Songs”, and the two travelled
to the President’s residence to meet Rachel Yanait Ben-Zvi and present
her with a sketch. Burla describes his impression from the encounter:

“We showed the drawing to Rachel Yanait, she liked it, but made
some alterations. This — yes; this — no. I thought that everything was okay
but then Ruth whispered in my ear: “When we bring the carpet, she'll
say there are more alterations” and so I told her (Rachel Yanait) that if it’s
final, then please sign off on it.”*

Indeed, in the corner of the sketch, which was retained by Oded

Burla, the wavy signature of Rachel Yanait Ben-Zvi can be seen, alongside
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the hut so that it would reflect the captivity of the Tribes of Israel, the
Return of the Exiles, and the recognition of their heritage. Rachel Yanait
wrote: “In the national festivals, whether Passover, the festival of freedom,
or the harvest festival, to evoke traces from the past, from ancient times,
even something that arises from the lines of history, from the rootedness
of our heritage, and not just a national holiday, not just a reception.””

Visitors would bring the President mementoes and artworks, hand-
made or the relics of their exile. Many of these objects were displayed in
the President’s wooden hut.?

As noted in an official publication by the Ministry of Information®
“Simplicity and art united the President’s barrack, and all its decorations
and furnishings were purely the product of the land and reflected its
landscape.” The white ceiling supported by blue arches, and the light
fittings shaped like torches, convey the pleasant atmosphere of a tabernacl
(Succa) welcoming every visitor who enters the shade of its roof. Beneath
an inscription, three glass windows feature depictions of the seven species
with which the land had been blessed. These works, a great source of pride
to Rachel Yanait, were created by young new immigrant in workshops at
the youth village in Ein Kerem.™

In 1956, Rachel Yanait, together with Ruth Dayan, founder of
“Maskit”, a company for developing works of art, initiated the weaving
of three carpets for the Presidents hut and offices. Maskit had begun
its commercial operations two years earlier and Rachel Yanait had asked
Ruth Dayan to design for her a central carpet for the Presidents hut
that would express both a biblical and an Israeli character.™ The work
of designing the carpet was placed in the hands of the Jerusalem-born
artist and writer Oded Burla, son of the writer Yehuda Burla. Burla, a

graduate of “Bezalel”, had just returned from a long period in the United
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country large enough to serve as a reception hall and so two wooden huts
were brought from Sweden and connected by a service passage. The huts
were intended to host receptions and government events: the small one
for small events and the larger one — which is being discussed here — for
public ceremonies and events with a large number of participants. The
Valero house itself contained the President’s chambers and offices.®

Immediately following President Ben-Zvi’s election, requests for
an audience by leaders from various countries began to flow in while
ambassadors and community leaders from around the world were being
invited to present their credentials. Dignitaries and ordinary people were
soon being received in the President’s wooden hut.

“How should we design the spiritual-social image of the President’s
residence? In what way should the highest symbol of Israel represent
the content of our lives up to the present?” These were Rachel Yanait's
deliberations in an internal memo: “My preliminary plan for the contents
of the President’s residence,” written in May 1953, in which she sets out
her main credo and aspirations:

“To evoke the eternal spiritual values of the nation, unique to the
nation, uplifting in their tradition, distinction and originality, which
we have been fortunate to realise over the course of the past three
generations, while reclaiming the land, while returning to the heart of the
original Hebrew culture... what I would greatly like is that the President’s
residence should transmit an aura of the wind borne from the fields and
redolent with the scent arising from the soil, from the furrows behind the
plough, from the plants, the grass and the trees, touched by the worker
labouring on the land and by the land itself.”®

And, indeed, by Passover that year, under the direction of Rachel

Yanait, intensive work had been carried out to shape the appearance of
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Ira during her work in the studio and on her wanderings in Jerusalem,
seeking sources of inspiration. Subsequently, Rachel also nurtured her
sister, the artist Batya Lishansky, and facilitated her creative life. Rachel,
who was always aware of artists and their works, perceived art as an
essential component in the life of the nation. This continued and even
became greater following Yitzhak Ben-Zvis election as President of
the State of Israel. The design of the hut reflected a conscious process
of a complex act, culminating in her commission of a carpet whose
production she closely followed at every stage.

Yitzhak and Rachel Yanait Ben-Zvi had been living in a hut in the
Rehavia neighborhood from 1924 [Fig. 2]. In 1950 the couple moved to a
modest apartment in the accommodation constructed on the site of the
hut.When Yitzhak Ben-Zvi was elected the second President of the State
of Israel in 1952, the couple were adamant that the president’s house be
moved from Weizmann House in Rehovot to Jerusalem and that only in
his residence in the capital would the President receive guests from Israel
and abroad. The State suggested purchasing a luxurious neighboring
house for this purpose, but Yitzhak and Rachel Yanait Ben-Zvi insisted
on continuing to live in their modest dwelling. The couple claimed
that with the multitude of new immigrants being housed in tents and
barracks in transit camps, it would be unseemly for the President to reside
in a spacious dwelling. “It is more suitable for the President’s home to be
a hut,” declared Rachel Yanait.? In order not to uproot them from their
home, the State purchased the neighboring house, belonging to Nissim
and Esther Valero, which then served as the President’s chambers.*

In redesigning the Valero house no suitable place was found for
the reception hall and so to solve the problem it was suggested that a

large structure be erected in the garden. There was no existing hut in the
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The Carpet in the Hut of President
Yitzhak Ben-2Zvi in Jerusalem’

Nirit Shalev-Khalifa [part a] and Nurith Kenaan-Kedar [part b]

Dr. Nirit Shalev-Khalifa is a curator in Yad Yizhak Ben-Zvi and a researcher of

art history and visual culture in Palestine in the 19th and 20th centuries.

[part a]
The history of the carpet in the President’s Hut

From 1952 to 1972, the reception hall at the residence of the President
of Israel was located in a simple wooden hut on Ibn Gabirol Street in
the Rehavia neighborhood of Jerusalem. The Hut also held works of art,
emblems and antiques [Fig. 1]. The Hu, its contents and visual elements
expressed the worldview of the second President of Israel Yitzhak Ben-
Zvi and his wife, Rachel Yanait, in shaping the new Israeli nation. In
particular, it was Rachel who took it upon herself to design the President’s
residence, commissioning art works and overseeing their production.?
Upon her arrival in Jerusalem in 1908, Rachel Yanait encountered
a young woman artist, Ira Yan (Esther Salphian), with whom she shared
a home for several months. During this period “The New Jerusalem”
group of artists began to develop in the city. Among its members were
several “Bezalel” students and their teacher Prof. Boris Schatz. It was Ira
Yan who introduced Rachel to the world of art, instilling in her a love

and understanding of art works. Rachel Yanait frequently accompanied
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her image can be equated with the representations of allegorical figures
in western art. One can assume that the broad use of this image derives
from the awareness among its creators that their audiences understood its

significance as a symbol of the Land of the Bible.

Notes

1. L. Reau, L'lconographie de la Bible, provided by the photographers for
Tome ll, Paris, 1956: pp. 140-142. this purpose.

2. According to Dr. Nirit Shalev-Khalifa, 3. Shelly Shenhav-Keller (curator),
who dealt with this subject in Dolls, Souvenirs, and National
the framework of the “View of Identity, A Land and Its Dolls — Israeli
the Town" project, on the 100th Souvenirs and National Identity,
anniversary of Tel Aviv. Young Eretz Israel Museum, Tel Aviv, 2011:
women positioned opposite the p. 18 and pp. 26-29.
camera in Arab attire, holding 4. Nurith Kenaan-Kedar, Modern
pottery jars in their hands, were a Creations from an Ancient Land:
common sight in local photograph Metal Craft and Design in the
albums. Indeed, almost every album First Two Decades of Israel's
from the 1920s and 1930s features Independence — From the Collection
similar staged photographs. The of Vicky Ben-Zioni, Eretz Israel Museum,
majority of photos were taken by Tel Aviy, 2006: pp. XIV-XV and 38-43.
the city photographers, and there 5. Ziva Arbel, The Girl with the Gun,
were apparently set examples of Tel Aviv: Sifriat Poalim, 1999: pp.
positioning the subjects, as well 76-80 (in Hebrew).

as their costumes and accessories, 6. lbid.: p. 94.
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The extraordinary phenomenon of disassembling the image of the maiden
and the water jar and depicting them as individual elements, while adding
other elements is worthy of discussion. In the carpet, created by Oded
Burla for the Hut that served Israel’s second president, Itzhak Ben Zvi.
in Jerusalem, the two separate components of the image appear, among
other images formulating a new statement (see the chapter on “The Carpet
in the Hut of President Yitzhak Ben-Zvi”). The carpet design, with its
bright colors, reflects Israeli modernist perceptions while abandoning the
Arab image as representing the biblical heroes. In this connection, one
should also mention the poster, depicting in modernist style the maiden
and the jar, and beneath them the inscription "Follow the sun to Israel".
The old image is recast here with new content, creating a new association

and thereby losing its original dimensions and associations [Fig. 10].

The maiden and the jar: an allegorical image?
In the history of European art, ancient, pictorial traditions employ
allegorical images to signify abstract values, including such virtues as justice’,
‘generosity’, ‘love’ and ‘courage’ — as well as their opposites. Allegorical
figures appear as individual images, but also accompany visual narratives
in order to denote their meanings. The allegorical figures, according
to their Latin names, were generally created as female personifications,
carrying an object that identifies and signifies them. Thus, for example,
the personification of ‘love’ is generally identified by her blindfold, in
that blindness is characteristic of a person struck by love while ‘justice is
identified through the scales held in her hand. The gallery of these images
was familiar to the artists and their audiences.

Even if the maiden and the water jar cannot be defined as an

allegorical figure (since her creators did not employ that visual language),
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another type of jar, with a handle on one side and a spout for drinking on
the other, recalls the male body.

From the early days of Israeli ceramics artists were copping with
the forms of the Palestinian earthenware jar. Engaged with it were
Paula Aronsohn, Hedwig Grossman and Eva Samuel, who emigrated to
Israel from Germany in 1933, where they had studied at the Bauhaus
Art School and the Berlin School of Art. These artists, who sought to
connect to their new home, were confronted with formal traditions and
local materials. Their work carried out a dialogue with the vessels found
in archaeological excavations of the time, and with local Arab potters
who were continuing the age-old traditions. In creating vessels with a
minimalist decorative language, these artists sought to emphasize their
basic shapes, similar to the local vessels that they had seen. The Bauhaus
movement from which they had sprung provided a theoretical basis for
their creations, in particular the clean shape.

D. The image of the maiden and the jar: a different stance — A new
concept of the image of the maiden and the water jar was expressed in two
photographs taken by the photographer Boris Carmi and which appeared
in the magazine BaMachaneh (1948). Ziva Arbel, a communications
officer in the Palmach’s Yiftach Brigade, is seen at the Arab village of
Barfilia drawing water from a well and drinking from the jar [Figs. 9a,b].
The caption beneath the photo reads “Who envies the jar?” Ziva Arbel
recounts that she was photographed without her knowledge, during a
brigade rest period in the village.® The photo was the inspiration for the
well-known song, If only I were a jar close to the lips (lyrics: Avraham Halfi;
music: Mordechai Ze‘ira).® The photos and the song endowed the image
of the maiden and the water jar with a new dimension, connected to the

reality of the War of Independence and the myths that sprung up around it.
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delicate, angular in shape or curved. The jars display a variety of shapes
and most of them are intended purely for decorative purposes. This
change in the essence of the jar, from functional to decorative, divests it
of its original purpose and adds a symbolic component. [Figs. 7a,b].

The flattened metal jars and the sharp lines, similarly sought to
express a more general essence of the new Israel and to reflect the
design trends the artists encountered. These were vessels with an
affinity to the notional and formal trends of their time, aspiring to
integrate harmoniously into the Israeli and the Jewish-American
home of those years. However, while one can also find metallic jars
from the same period in Europe or the United States, the shape of
those manufactured by the metal industry in Israel were the fruit of
the imagination and development of artists who wished, as noted, to
integrate the old and the new. The majority of these jars feature an
image of the maiden and the water jar, thereby incorporating a sort of
image-within-an-image.

Furthermore, the traditional and regular shapes of the Palestinian
water jar, seemingly unchanged for hundreds of years, constituted a
significant source of inspiration for construction of the image of the
jar itself. From the second half of the 19th century one can follow the
formal design tradition of the Palestinian earthenware jar, which closely
resembles that of the Lebanese jar. This is a jar almost devoid of decoration,
produced in various sizes and serving to draw water for drinking but
which also comprises a shapely sculptural creation. The earthenware jar,
often a very large item, constituted a meaningful object in Israel [Fig. 8].
Its shapes can also be interpreted as expressing gender content; e.g., the
popular jar for drawing water, rounded in shape and with two handles,

can be perceived as an abstract presentation of the female body; while
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evoking a sense of yearning for times long-past, and establishing Israel's
identity as the Land of the Bible.

C. The maiden performing the dance of the water jar — The image of
dancing Israeli girls with the water jar constitutes an additional stage in
the distancing from the image of the Arab girl drawing water. This image
preserves the element of the jar as representing the place and recalling its
tradition, but strongly grounds the Israeli perception of “togetherness”
(the dances) and the hope for a new life in the ancient homeland. This
double meaning of a water jar appeared in a popular dance in the early
years of the state and was common in the repertoire of the dance groups
in the town, kibbuzim and moshavim in the dance of the water jar, the
dancers carried small earthenware jars [Fig. 5].

An outstanding union of the second and third stages of development
of the image — the Arab girl by the well and the dancing Israeli girl — appears
on a New Year (Shana Tova) greeting card [Fig. 6]. The picture shows two
Arab women by a well, one carrying a jar on her head, with her toddler son
and an additional jar as well as a dancing Israeli girl, attired in a folkdance
costume, placed against the decorative setting of an Arab village.

Images of the Arab girl and the water jar and the dancing Israeli
girl with the jar mostly appeared in the souvenir industry and on
decorative metal items for the home. The small-scale metal industry
alone manufactured thousands of products. These could be found in
almost every home in Israel during those years — whether in the older,
veteran settlements or in the newly-constructed apartments for the new
immigrants — and symbolized the young Israel in the eyes of the tourists
and the Jews in the Diaspora. Many of the jars are thin-walled, entirely
lacking both volume and function. Others are prominent in featuring a

modern-looking base, embellished with a mosaic relief; the handles are
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of Hashomer, which in the 1920s acquired a legendary and exemplary
status?. We see here that those who have been photographed are imitating
the members of this organization that they admired and not the Arab
residents of the land.

B. Arab girls carrying water jars on their way to the well or near it — In
the early years of the new state, the images of the “maiden and the water
jar” were taken from the family photo albums and began to decorate a
large collection of souvenirs and memorabilia made of various materials
(metal, wood, paper, fabric): bowls, plates, ashtrays, wall decorations,
national dolls® [Fig. 3]; as well as various jugs, “Happy New Year”greeting
cards® etc.

At this stage, a new iconography of the maiden and the water jar
begins to take shape: an Arab maiden next to or on her way to the well,
near a date-bearing palm tree. She is attired in traditional dress and seen
from the back or side. The maiden is generally portrayed carrying a small
jar on her head and another one in her right hand. Frequently, she is
wearing a combination of western and traditional clothing or clothing
that is hard to define [Figs. 4a,b].

The figure of the Arab water carrier was adopted as a visual image
in Israeli art and served as a source of inspiration for Israeli popular
culture, but without depicting the daily hardship inherent in drawing
water. This image of the Arab girl drawing water developed into that
of a single woman portrayed against an emblematic scenic background
such as a well, a palm tree, and sometimes the houses of an Arab village.
This transfer of a single figure detached from the local Arab reality led to
the creation of an abstract image with new levels of meaning. The Arab
girl drawing water symbolized Israeli perceptions of the land. Jews (and

Christians) saw in the Arab and Bedouin way of life the biblical essence,
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The image of the maiden and the water jar is an autonomous,
local, Israeli creation, unconnected, as noted, to the pictorial traditions
depicting the tale of Rebecca and Eliezer in the history of European art.
The development of popular art took place alongside that of high art
as can be seen in the works of Nachum Gutman, Reuven Rubin and
others, with the subject of the maiden and the water jar established
in a deliberate and conscious artistic language. One example of such
work is Hannah Orloff’s bronze sculpture of a maiden with a water jar
(Weizmann House Collection, Rehovot, 1931), carrying on a dialogue

with various contemporaneous artistic trends in Europe.

Four stages can be observed in the development of the Maiden and the
Jar image in popular Israeli art:
A. Hebrew girls in local Arab costume — From the beginning of the 20th
century, young new immigrant women in the country posed as Arab
women wearing local Arab costume, and were photographed by local
photographers mainly in Tel-Aviv. The girls, in embroidered dresses and
with a head-covering decorated with coins, are carrying water jars. Since
the photographs do not reflect Orientalist perceptions, items of European
attire frequently appear. The photos, in which a feminine self-image is
prominent, attest to the desire of these young women to become part of
the new land, and were probably also sent back home to the families left
behind as evidence of their new lives [Figs. 2a-e]. The photos do not reveal
a way of life but, rather, a desire to appear as part of the place, without
going deeply into the images and their meanings.

There are several types of photos: group pictures — women and men
together; a woman or a pair of women standing or sitting (sometimes

showing only the upper body); men in Bedouin garb or the uniform



“The Maiden and the Jar” as an Israeli Image 51 [e]

The Maiden and the Water Jar”: Manifestations of the local image

The Hebrew Song

Certain trends in the Hebrew song, formed and consolidated since the
20th century, can be seen as highly influential in popular art. Many of the
songs expressed the aspiration to return to the original Hebrew music, and
employed, on the one hand, Arabic and Oriental music as their source of
inspiration, and, on the other, descriptions of local landscapes and Arab
images that were perceived as representing the way of life of the biblical
heroes and the ancient Hebrews. Among these songs there are a few that
directly relate to the encounter between Rebecca and Eliezer, such as Eliezer
and Rebecca (lyrics: Levin Kipnis; music: Yedidiya Admon). However, songs
such as Come, Girls! (lyrics: Bracha Naor; music: Uri Givon), Evening descends
on the Well (lyrics and music: Emanuel Zamir), Rise up to the Well (lyrics:
Shmuel Bass; music: Puah Grishpon), bringing to mind the girl and the

water jar, were modern popular songs without reference to ancient times.

Local Reality, Popular Art

The Arab women water-carriers and the well in the Arabic villages were
a central visual and conceptual source in establishing the image of the
maiden and the water jar. The women water carriers, who carried huge
water jars to and from the wells, were an exotic and romantic sight in the
eyes of the Jewish new immigrants so recently arrived in the land. The
Fountain of the Virgin in Nazareth was chosen for the exhibition as an
icon of the local Arab spring, together with the women water carriers
who came to draw water from it. Photographs and painting from 1860
to 1960 shed light on the roots of the image and its centrality in the local
way of life (see the chapter “The Fountain of the Virgin in Nazareth:

Local Reality and Symbolic Meanings”).
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In the history of European art, the images of Rebecca and Eliezer are
usually presented according to the biblical texts, with the particular choice
of special moments in the narrative changing over the course of different
eras. The image of Rebecca, too, underwent changes: from that of a pious
and modest woman in the early depictions, to a sensuous, often courtly
woman in later portrayals. The scene of watering the flock changes to
that of the giving of gifts sent by Isaac through Eliezer and in the pictures
depicting Rebecca making her way to the well and watering Eliezer’s camels
(for example, in the "Vienna Genesis" Manuscript, 5th century CE?). In
the Middle Ages, the story of Rebecca and Eliezer appears in paintings and
mosaics, such as in the wall mosaic in the Royal Chapel in Palermo (12th
century) and in the Monreale Cathedral in Sicily (12th century). The latter
features two scenes: Eliezer arriving at the well and Rebecca preparing to
give water to him and his camels and Rebecca as Isaac’s bride, riding on a
camel on her journey to the Land of Canaan.

In paintings from later periods, the 16th century onwards, and mainly
the 17th and 18th centuries, we find, alongside depictions of Rebecca
drawing water for Eliezer and his camels, additional scenes from the biblical
story: Eliezer giving Rebecca the bracelets sent by Abraham; Rebecca in
courtly attire gazing at the bracelet on her arm and at the other gifts laid out
before her by Eliezer's servant (Veronese, 1560); Eliezer and Rebecca by the
well, surrounded by women (Nicolas Poussin, 1648; Francisco de Zurbaran,
1665). Occasionally, Rebecca is clearly depicted as in a sensual manner.

This European tradition did not influence popular or normative
Israeli art. Rebecca and Eliezer, although featuring in Gustav Doré’s
engravings, which were known in Israel from his illustrations to the Bible
stories [Fig. 1], did not constitute a source of immediate inspiration for the

image of “the maiden and the water jar”.
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“The Maiden and the Jar”
as an Israeli Image

Nurith Kenaan-Kedar

From the early 20th century and in the early years of the State of Israel,
new pictorial images appeared that reflected Israeli visual culture. These
were inspired by biblical sources (the Exodus from Egypt), the holy places
(the Western Wall, Rachel’s Tomb), Judaica (Hanukah candelabra), and
the lives of the pioneers. The images feature in both Israeli high and
popular art and one outstanding example is that of the maiden with the

water jar.

“The Maiden and the Water Jar” in European art:

a source of inspiration

The image of the maiden and the water jar in European art draws its
inspiration both from the biblical story of the encounter between Rebecca
and Eliezer near the well (Genesis 24:11-19) and from its connection since
early Christianity with scenes of the life of Jesus as depicted in the New
Testament. In the 19th century a romantic genre developed, representing
the drawing of water or a girl carrying a water jar, in paintings by Camille

Corot, Eugeéne Delacroix and others.
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site or building serving all the residents of the city. The symbol that was
finally designed was accepted unanimously by the city council since it
seems the spring and the tree, which had existed side by side for so many
years, symbolized the unity in the city, a site where women of various
faiths, neighborhoods and families would meet.

In the 1960s Nazareth's municipality decided to halt the water flow
from the church to the sabil, following contamination discovered in the
spring. About the same time it was decided to dismantle the historic
sabil and build a new one from a different type of stone but without
the original water flow. In the1990s the new sabil was built according
to a request by the town’s elders, from the same Nazareth chalk stone
and in the same Syrian gable form as had been the case during the
Ottoman period. The construction was based on old pictures from the
19th century and built above the foundations of the 1862 sabi/ that had
been dismantled in the 1960s and which had been uncovered during
excavations by the Antiquities Authority in the area of the drinking
fountain in the framework of the 2000 Nazareth project.

The water flowing from the front of the szbil/ today does not arrive
from the cave behind the church, as was the case until the 1960s. Rather,
water is now supplied by Mekorot with the aim of providing the site with
an authentic atmosphere of bygone times.

Throughout the history of Nazareth, the destruction and rebuilding
of the sabil — Mary’s Fountain — attest to its historic importance in the

collective memory of the citizens of Nazareth until this very day.
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the sabil, was rebuilt in 1885 by Tannous Qaw’ar, the first mayor. The
waters of the fountain flowing from the church to the sabil, also served
the needs of the bathhouse.

Sometimes the women of Nazareth would come to the drinking
fountain with their children to fill jars with the water, which they would
carry on their head, positioned on a specially arranged kerchief to balance
the heavy jar while walking back home [Fig. 1]. They encountered and
chatted with each other and, as in every traditional society, mothers
sought wives for their sons and men waited by the side to catch a glimpse
of the passing maidens. The fountain, moreover, served as a place for
washing clothes and watering the domestic animals. The women sang
special songs linked to the fountain and its waters and some of these have
been preserved in the Nazareth folklore and are still sung at weddings
today. Another custom that is still practised today by the local women,
even though the new sabil is no longer being used, is to leave henna-
colored fingerprints on the front of the szbil as was done in the past. The
custom, commemorated in old photographs, is connected with taking a
vow or expressing a wish and testifies to the sanctity of the spring and its
waters and is still observed today.

During the late 1950s, following a law enacted by the state according
to which every city council was to choose a logo, the sabil together with
a ficus tree was chosen as the symbol of Nazareth [Fig. 2]. At the time, the
mayor of the city was Amin Jarjoura. This decision was officially gazetted
on May 31, 1962. Examination of the protocols from council meetings
in the 1950s and 1960s, however, reveals no decision in regard to the
choice of symbol, a matter that raises many questions.

The artist who designed the symbol, Anan al-Safadji, told me that he

wasn't looking for a religious symbol such as a church or mosque, but a
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two men, armed and barefoot. To their left, another man is leading a
horse on which a woman is riding. In addition, a soldier is depicted
from behind, evidently riding a horse. The front of the sabil is decorated
and constructed from white stones while its roof is covered with lush
vegetation (that led to its disintegration.) Other artists, such as William
Henry Bartlett and John Woodward, also painted the well that for many
years attracted pilgrims through the 19th century — from the same angle
but with a slight difference in the images and colors.

In 1862 the sabilwas rebuilt as a square chamber. Faucets with gutters
were affixed to the decorated front facade. To the facade was attached,
as was customary in most official structures at the time, a dedicatory
inscription, which has become erased over the years. The fagade, as attested
to by photographs from the 19th century, was in the form of a Syrian gable
(a triangle in which an arch is set). In 1911, at the initiative of Amin Abd
el-Hadi from Nablus, the Ottoman governor of Nazareth, together with
Gorttlieb Schumacher, the German engineer for the district of Acre, metal
pipes were installed inside the crumbling stone channel that brought the
water from the cave behind the church to the szbil.

Mary, Mother of Jesus, is not only mentioned in the New Testament
but also in the Koran, in which Chapter 19 is dedicated to Maryam, called
“Surat Maryam” as a sign of respect and praise. Thus, all of Nazareths
citizens perceived the water from this fountain not only as simple drinking
water but also as holy water, and ascribed to the waters of Mary’s Fountain
sublime virtues, including safeguarding women during childbirth.

The fountain as a social meeting place was important in Nazareth
for Christian and Muslim women alike as was the case in other villages
and small towns. In larger towns, bathhouses served alongside the

fountains as meeting places. The bathhouse in Nazareth, located behind
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one from Mount Seikh in the northeast, and two from Mount Sa'in
in the northwest. When the water level in the cave rose, it entered a
channel, part of which was hewn and part constructed. The channel
led the water down a slope beneath the church, via a courtyard up to
the sabil, a distance of 150m from the cave itself. Excavations carried
out by the Israel Antiquities Authority during the 1990s, revealed many
archaeological remains beneath the public square outside the church and
the plaza around the sabil: floors, channels, pits and water pools from
Roman times to the Ottoman period.

During the Byzantine period, churches were built above sites that
had religious significance for Christians, also it seems above the spring
— in order to commemorate the Annunciation of Mary. The church that
was built over the spring was closed from night-time until the morning,
blocking access for many hours to the water by the town’s inhabitants
and passers-by. Furthermore, people were prevented from watering
their cattle in order not to disturb the church at unwanted hours or to
violate the sanctity of the place. It can be assumed that directing the
water to flow through a stone channel in an orderly fashion from the
church to the sabil for the benefit of all was a historical compromise to
solve the problem.

The sabil erected in Nazareth during the Ottoman period reflected
a widespread custom among most of the cities of the empire. Over time,
however, the fountain crumbled, In old paintings, like that by David
Roberts from 1839 [see Fig. 9, pp. 24-25] Nazareth women can be seen
wearing colorful, traditional dresses with a scarf tied around their waists,
some with their heads covered and most with their faces uncovered.
They are carrying jars in their hands or on their heads. Two men are

helping the women fill the jars. In the foreground of the painting, are
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The source of the name “Mary’s Fountain” is connected to Mary,
mother of Jesus, who, like the other women of the place, would draw
water from it. This was Nazareths main water source, serving its
inhabitants, tourists, shepherds and their flocks, and the caravans of
merchants that passed through in bygone days. The fountain acquired an
aura of sanctity due to the Annunciation of Mary that took place nearby
according to the traditions of the Greek Orthodox Church. This is why
the fountain and its waters were considered to possess healing powers and
supernatural qualities. Doctors would give their patients water to drink
from the fountain to restore their strength. Women wishing to become
pregnant or find a husband drank from its waters. And many pilgrims
took with them to their homelands, as a precious souvenir of the Holy
Land, bottles filled with the water they drew from the fountains.

The main source of this water was in the northern part of the
town beyond what was the center of the village at that time, a distance
of several minutes’ walk. Towards the middle of the 19th century, the
urban area of Nazareth began to spread beyond the ancient settlement,
similar to what was occurring in most cities in the country at that time.
However, unlike other cities such as Jaffa, Acre and Jerusalem, Nazareth
was never surrounded by a wall. Consequently, in the second half of the
19th century the town spread outward with the construction of houses
and public buildings such as the khan and the public bath. The sabil itself
was rebuilt in 1862 by representatives of the Ottoman rulers in order to
improve the water supply to the rapidly developing town.

The fountain served the residents of Nazareth throughout the
year. The source of the sabils water lies outside the church within a
chalk cave located about 30m north of the Greek Orthodox church.

The water, emerging from the cave floor, derived from three springs:
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Mary'’s Fountain:
The Symbol of the City of Nazareth

Sharif Sharif-Safadi

Dr. Sharif Sharif-Safadi researches the Ottoman cultural heritage. He
specialized in preservation and restoration studies in Italy and is currently Head
of the Department of Antiquities and Preservation of Historic Monuments

at Nazareth Municipality. His doctoral research was titled "Changes and
Transformations in Palestine 1856-1917 as reflected in Wall and Ceiling

Paintings in the Elite Residential Houses."

Mary’s Fountain was the only such public fountain in Nazareth during
the Ottoman period. In the Middle East, drinking water was not readily
available everywhere and so the local rulers and wealthy members of
society regarded providing water for the local inhabitants by means of
public drinking fountains, called “szbils”, as a charitable act and a sign
of generosity and tolerance towards their subjects. Szbil in Arabic means
“path”. The source of the Arabic word lies in the phrase fi sabil Allah,
that is, a man who gives water to passers-by in the name of God. Many
of these sabils feature inscriptions praising the names of their patrons,
and include the date of the fountain’s construction. They were initially
built adjacent to mosques and it was only during the Ottoman period
that they became autonomous constructions erected by the wayside, at

crossroads and in public streets.
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The traditional lifestyle has disappeared and with it also the use of
pottery vessels [Fig. 6]. The traveller today on the roads of the West Bank
and also in the Arab villages and townships in the Israel, notices the black
plastic tanks on the roof tops of houses [Fig. 7a]. These water-reservoirs,
replace the big water jars that once stood inside the houses [Fig. 7b]. They
ensure continuous water supply in environments which suffer from
irregular public water supply. The number of tanks reflects the number
of household members. In Amman (built around wadi Ras al-Ain) a
continuous water supply depends on the ability of the households to
store water on the roof; and those with sufficient means dig subterranean
cisterns in the houses, much as their forefathers did before them, and use
water pumps to aid supply when the water pressure is low. In the poorer
areas of greater Amman, the households store water inside the houses in
plastic barrels and jerrycans.® The 7brig, 'King of Pots', has long since

been replaced by a plastic imitation, and serves for hygiene requirements.

Notes

1. Ziadeh 1995. 8. Gatt 1885: 180; cf. Dalman 1964,

2. Einsler 1914; in the 20th century fig. 75 in which the ‘asaliyyah is the
also plastic jerry cans. larger one.
Salem 2006. 9. Israel 2006: 88.
Einsler 1914; Salem 1999. 10. Mershen 1985: 76; in Egypt there
Amiry and Tamari 1989: 43-46; are also water jars for transport on
Salem 1999: 75; Walker 1999: 220, donkey-back.
222. The date palm was a distinct 11. Water colors of a house in Silwan,
motif in embroidery from Ramallah 1886, on cover, and on pp. 28-29,
and its neighbourhood, Weir 1970: in: Amiry and Tamari 1989. The zir
pl. 11. can also be found, always with cool

6. Mershen 1985: fig. 3. water, in the yard shared by several

7. Amiry and Tamari 1989: 43-46. families of the same clan, where
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electric potter’s wheel had been introduced and the products were fired in
a constructed kiln.32 The products, also sold on the Israeli market, greatly
differ from the traditional shapes, with the exception of the drinking
vessels, the 7brig, and the sharbah.

Gaza is known for a long tradition of pottery production, mainly black
ware (fukhirah aswad), fired in a reduction atmosphere (mnwisah). The
black Gaza ware, esteemed on both sides of the Jordan river, were in demand
mainly in the villages where, despite a tradition of making by hand large
water storage jars, thin-walled water-proofed vessels were not produced.
Today, crude oil and sawdust are added to the kiln whose openings are closed
to produce a reduction atmosphere (in the past, barley chaft burnt together
with tree leaves, citrus wood and other trees) firing the pottery black and grey
over a 5-12 hour period* depending on the size of the kiln.

Several films on YouTube document the pottery industry in Gaza,
which today uses electric potter wheels, and supplies various black as well
as white pottery. A local potter who visited Haifa, ‘Akko and Lebanon,
studied how the white pottery was made in Haifa and ‘Akko and brought
the knowledge to Gaza. This tradition was accepted locally and has
almost taken over from the black pottery. According to the potter in the
YouTube film, in 2011 previous Gaza ware fetched 50-60 New Israeli
Shekels, while the newer pottery is selling for a mere 2-4 Shekels.

The women’s handmade pottery continues in Ya‘bad. In al-Jib, in
the early 1990s, a single woman potter was still making cooking pots,
but not on a regular basis. In Sinjil and Bayt ‘Inan, the women were still
creating large storage vessels for water for private needs and for family
members. The political situation too has contributed to the disappearance
of traditional pottery since in many cases there is no longer access to the

areas with clay soils.*
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The End of Traditional Arab Pottery Making

At the end of the 16th century, the Ottoman government began to
levy an income tax on the main pottery centers (fzwakhir), Gaza and
Ramallah, at a rate of 600 and 200 #kjah respectively, less than 0.5% of
Gaza's revenue.?® In 1928, the commercial branch of the Government
of Palestine’s Department of Customs and Excise and Trade carried out
an industrial census that indicated that there were 77 pottery centers
throughout the country (two-thirds of them in Gaza), 69 individual
potters and 7 partnerships.?® The 1931 census revealed 211 potters and
in 1976 only 100 active potters were listed in the pottery centers of Gaza,
Hebron, Jaba‘, Irtah, Akko, Haifa and Nazareth. In 1973 the potters’
quarter in Gaza occupied several dunams (1 dunam = 1000 m?) and
was separated from the living quarters and the commercial section by
walls. Four or five potters worked in each workshop,*® some of whom had
worked there since childhood.

The numbers of Arab potters has continued to dwindle. At Jaba'
in the Jenin District, the last of the potters was documented between
the 1980s and the first decade of the 21st century. Another workshop,
with two centuries of creativity behind it, was already closed.?' By 1999,
there were only 11 workshops in Hebron and in 2007 only eight were
listed, all owned by the members of one clan, named after their work:
Al-Fakhari, “the potter”. In a technique passed on from father to son,
the eldest son used a kick-wheel installed in a pit to create pottery ware
while the younger members collected the two types of clay that were
used: reddish terra rossa, rich in iron and galilah, a white clay poor in
minerals. The reddish colour of the Hebron products is derived from
the former. In a film that was uploaded to YouTube in 2011, ceramics

artist Shlomit Bauman documented one of the workshops in which an
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As shown by Kenaan-Kedar, in the 20th century the image of the girl
with the water jar began to seep into the Zionist ethos and the images of
the young State of Israel (see the chapter in this catalogue: “The Maiden
and the Water Jar” as an Israeli Image). In Egypt the girl with the jar filled
a similar function. By the end of the 19th century and in post-Ottoman
Egypt, the peasantry, rooted in the soil of the Nile, came to represent
the culturally authentic soul of Egypt, and the woman was favored over
a man in representations of the nation. The female peasant (fallihah)
was charged with national and modernist meaning, the embodiment of
Egypt as a new nation.”

Mahmud Mukhtar, the national sculptor considered the reviver
of the art of sculpture since Pharaonic times, created iconic statues of
Egyptian peasant woman. The most famous is “The Awakening of Egypt”
(Nahdar Misr), which stands today in the square opposite one of the
entrances to Cairo University (originally erected opposite the Ramsis
railway station, it was unveiled 1928). This is a statue of a woman,
looking directly toward the approaching dawn. She raises her veil while
placing her other hand on the headdress of a rising sphinx signifying the
glorious resurrection of ancient Egypt.

The sculptor, born in the Nile delta, frequently depicted the
peasant women, drawing water, or returning from the river with the
water jar (ballas) on her head [Fig. 5], alone or with her friends. The
message was clear: the girl with the jar is Egypt, drawing water from the

life bestowing Nile.
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paintings, Zhe Life of our Lovd Jesus Christ. In 1896 he returned to the
Holy Land in order to paint stories of the Old Testament. He completed
92 by the time he died in 1902.

In his paintings of the well, Tissot accurately described the
carrying of the jarrah and the asaliyyah jars.?® Thus, in Hagar and the
Angel (Genesis 16: 7-14), the angel announces the birth of Ishmael “by
a fountain of water in the wilderness”, subsequently called the Beer-
lahai-roi (the Well of the Living One Who sees me). Hagar is shown
raising her usaliyyah from the well-mouth, which is marked with
signs of wear caused by the ropes. When Abraham sends Hagar and
Ishmael away, he gives her bread and an asaliyyah, instead of the skin
water bottle mentioned in Genesis 21:14-19. In the story of Rebecca
and Abraham's servant (Genesis 24) [Fig. 4], Rebecca went to the well,
the jar on her shoulder, exactly as in the local custom when carrying
an empty jar (Genesis 24:15). Tissot’s painting commemorates the
encounter between Rebecca and Abraham's servant, depicting her
return from the well, with the jar on her head, reflecting the local
custom when carrying a full jar. The lore of the well — a line of
girls going to the spring — is repeated in the stories of Moses, the
shepherd in the land of Midian sitting down by the well from which
Jethro’s daughters filled their jars in order to fill their father's troughs
to water the flocks (Exodus 2: 15-20). Here, three girls are depicted
carrying empty jars on their heads, while two others, wearing a ring
of padding on their heads, carry together one jar by the handles. And
when Moses strikes the rock from which water issues (Numbers 20:
7-14), the women bear the empty jar on their heads or by hand, in
a photographic exactitude of the anthropological data seasoned with

French Orientalism, dubbed bédouinage.
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languages, before they disappeared, their meanings lost in the face of
the western way of life.?s

From the entire body of 19th-century travel and documentary
literature, W.S. Wilson's Picturesque Palestine, Sinai and Egypt (1881)
is renowned for its historical accuracy in documenting the landscape
of the land of the Bible and the customs of its inhabitants. The
numerous woodcuts in the book add an excellent visual dimension
to the written descriptions [Fig. 3]. At least two great Frenchmen felt
it was necessary to travel to Palestine for the purpose of presenting to
the world the life of Jesus: the renowned historian Ernest Renan and
the painter James Jacques Joseph Tissot, well known in the art circles
of Paris and London.

Following a vision he experienced during mass in the church of
St. Sulpice in Paris in 1885, Tissot travelled to the Holy Land to visit
the historical sites where the Bible stories had taken place, to study first-
hand the sites and the precise details of the period for his paintings. He,
too, was certain that life in the Middle East had not changed since the
time of Jesus. His documentary approach was typical of the scientific
spirit of his time and he believed it was his duty to explore the authentic
scenery and Semitic models of biblical history before progress erased all.
In his introduction to 7he Life of our Lord Jesus Christ, Tissot emphasized
that artists had until then misled viewers by their fanciful inaccurate
portrayals, and that the present century was now ripe for a return to
reality, not to mention realism.?

Tissot journeyed three times to the Holy Land, and filled his
notebooks with sketches of the sites he visited and the people he met
and consulted. Photographs (in the meantime lost) and sketches from

his travels in 1886-7 and 1889 constitute the basis for a series of 365
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cupstone is usually a large rock carved as a hollow ring, through which
a container attached to a rope is lowered and then raised back up with
the water. The rope moving against the cupstone scores deep grooves
in it. However, wells do not not supply the many needs of permanent
settlements. Methods for drawing water, using a water-wheel and a
rope are mentioned in Ecclesiastes (12:6). Water was also raised by a
counterpoised well pole. These means of drawing water, known from
the ancient Near East and from Egypt, were developed into water-
raising machines described in the writings of the Muslim engineers:
Al-Jazari, who worked for the Diyarbakir kings (13th century), and
Taqi al-Din, born in Damascus, who worked for the Ottoman sultans
in Istanbul (16¢h century).?

Springs and wells form the backdrop to many stories in the
Bible. Wells (Hebrew: beer, Arabic: bi7), also called “springs” (Hebrew:
‘ayin, Arabic: ayn), were places for passers-by to meet, for shepherds,
and also sites where rituals were performed. Springs are found near holy
places. Many places in the Middle East are named after the springs next
to which settlements were founded. In Arab folklore, mainly in Syria
and Jordan, sweet-water fountains are considered female, while saltwater
springs are regarded male. And until recently the village women gathered
near the spring, to draw water and do the family laundry.

There is thus great value in the written and visual documentation
of the Holy Land by theologians, writers, scientists, and archaeologists
who came to the land in the 19th century in order to directly experience
for themselves life there, which they considered had not changed since
biblical times.?* The main aim of the Palestine Exploration Fund (PEF),
founded in 1865, was to conduct surveys describing the landscape and

ethnography of Ottoman Palestine, recording local customs, rituals and
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summer heat in Egypt many people customarily hang a water jar with
two handles called sabil, at the front of the house in the shade to quench
the thirst of passers-by.?"

In Islam there are many holy fountains and sacred pools. According
to legend, the sacred well of Zamzam, close to the Ka‘bah, suddenly
gushed forth when Hagar, abandoned with her son Ishmael, grew thirsty
after all her water was gone. According to Islam, Allah commanded
Abraham to take Hagar and her son to Mecca, where he abandoned the
mother and child in the desert. In her desperate search for a source of
water she ran frantically in the hills of Al-Safa and Al-Marwah near the
Ka‘bah. After the seventh time an angel appeared to her and told her that
Allah had heard the child’s cries. Water gushed from the earth under the
child's heel and this is the well of Zamzam. During the Haj, pilgrims
ritually commemorate Hagar’s desperate efforts to find water for her son,
and they run seven times to and from the sacred well that was revealed to
Hagar.2? They also take water from the Zamzam in bottles that they bring
back with them to their homes to give to friends and family members so
that they too might enjoy the blessing inherent in this sacred water. Some
people immerse their future shroud in the water with the hope that its

blessing will fall upon them also in the grave.

Traditional water vessels in art

Supplying water for drinking, irrigation and domestic and industrial
needs is one of the crucial issues in the Middle East. In arid lands,
water for drinking and cooking is drawn from wells, whether from

natural springs or cisterns hewn into the rock to catch rainwater. The
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The significance of the variety of clay water vessels in Arab culture

and in Islam

The great variety of pottery water vessels for drawing water, transporting,
storage and drinking, indeed the largest variety in the repertoire of vessels
in traditional pottery, reflects the basic significance of water in the Middle
East. In the intense heat of the desert, the flowing spring offers a complete
contrast to the arid desert and in drought-struck areas the people would
pray for the blessed rain. In Islam, all life is created from water. Water is
also a symbol of wisdom. The throne of God is set on water (Siira 11:7)
and water lies above it; sweet water above and saltwater below — originally
one body. God created all life through water (Stra 21:30; 24:45) and
sent water down from the sky and the rivers received it according to their
measure (Stra 13:17). The great rivers of the Middle East, the Nile in
Egypt, linked to the story of Moses, and the Tigris in Iraq, are called in
the Koran bahr — ocean (Stra 18:60, 61)." Islamic gardens integrate four
canals, reflecting Paradise, which is described as gardens under which
rivers flow (Stra 48:17, 98:8), that quench the thirst of the Blessed, or
flowing fountains (Stra 55:46-50, 88:10-12). The thirst-quenching rain,
created from ocean vapour condensing in the heavens, is a symbol of
God and his mercy (Sara 15:22). The reviving rain is also linked to the
prophet of Islam, who sends mercy upon the inhabitants of the world
(Sara 21:107), and from here arises the poetic image of a rain cloud (Sara
41:39)." The life-bestowing waters are the waters of life,” and the Hadith
preaches the giving of water to the thirsty — to humans and animals alike
— as one of the acts of charity in the name of God. From this notion
developed the sabil (literally: "road", “path”, also in the sense of works
done on behalf of God and his religion), a public drinking building or

fountain, for the benefit of both humans and animals.?® In the fierce
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that also serves as a stopper. In Egypt this shape is known as %/lah. It
may be covered with a cup (zalbisah) or have a lid. It is customary to
place %0llabs on the pavement for the well-being of thirsty passers-by.
Drinking vessels also include the spouted ewer, 7érig, with one handle
or two handles [Fig. 2], and the kurriz, a small jug with two handles
but no spout, which in Lower Egypt is known as mashrabeyyah.* The
name kurraz was also given to the flattish flasks with two handles, a
water canteen carried on the body when travelling, mainly by camel or
donkey drivers. The popular 7brig, called by the Arab potters 'King of
Pots', became a distinct symbol of the Orient. To pour water, the £z,
a small jug was used.

The Ceramics Pavilion at the Eretz Israel Museum, Tel Aviv
features an extensive collection of traditional Arab pottery
documented by the former curators, Uza Zevulun and Yael Olenik
throughout the years, in Nazareth, in Haifa (Kfar Samir) and ‘Akko,
which were known for their pale-coloured products,’ and after the
Six Day War in the villages of the West Bank and Gaza. The curators
visited the workshops in an attempt to locate all the production
centers documented in 1932 by Grace Crowfoot. They interviewed
the men and women potters and purchased from them their entire
range of products.’ Following the First Lebanon War in 1982, they
went to the village of Rashaya al-Fukhkhar, at the foothills of Mt.
Hermon, named after the village’s trade: pottery. The pots produced
in this village were known for their quality, pleasing shapes and
amazing decorations painted in earthen colours, as well as for
their inexpensive prices. They were very popular throughout Syria,
Lebanon and Palestine and were also purchased by the inhabitants

of the Jewish settlements prior to 1948.1
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Water vessels

‘Water was drawn from the well in buckets (dz/) with two handles tied
to a rope that scored grooves in the well’s cupstone. The buckets were
stored in a side room or on the ground floor of the home, together
with the work tools, the plough, the threshing board and the donkey
harness, as well as wood and dung for the fire. Water from the well was
delivered to the house in a jarrah, the most common form of water
container among archacological record and according to ethnographic
documentation — a large jar with a body resembling a sack with two
handles and a short cup-form neck. The jarrahs differed in size, from
29-50 c¢m high. The smaller ones, 29 ¢cm high, were called @saliyyah
(literally, “honey jar”) [Fig. 1.2 The women carried the water jars on
their heads, covered with a kerchief, wound to pad the skull and protect
it from the edges of the jar [Fig. 3]. Before drawing water, the peasant
woman would wash her face, hands and feet in the clear cool water, and
wipe her face with the ends of her sleeves. She would dry her feet and
hands in the wind or sun.?

On their way to the well, the women bore the empty jar on their
shoulder or head, with its mouth facing down. At home the water was
stored in large water jars (zir or hishshah)[Fig. 7b], 50-70 cm high, with
a flat base and either two or four handles (smaller versions of these were
called @saliyyah). The khabiyah (storage jar) also served to store water,
providing its sides were porous and kept the water cool. The zir and
hishshah stood in the main living space of the house, the mastabah,
together with the dipper jug, the mughtis and drinking vessels."

There are several types of drinking vessels: the sharbah, a jug with

either no handles or two handles, whose shape was reproduced on

embroidered dresses from Jaffa.”? The sharbah has a tumbler (kubb)
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by crushing the clay rock with a stone roller, then sieving it and adding
bonding materials — straw, sand and grog that they ground to powder with
a roller from the sherds collected from adjacent archacological sites. They
then added water and kneaded the mixture thoroughly to improve the clay
and make it malleable. Up to this point they were assisted by the younger
gitls of the family — the knowledge was passed from mother to daughter. In
July and August, when the men were busy with the harvest and threshing,
the skilled women potters built their clay vessels in the coil technique,
working in the courtyard, naming the various parts of the vessels as they
were created according to body parts: ‘chest’, ‘neck’, and the handle was
called ‘ear’.* After each additional layer of coils, the vessel was set aside to
dry for several days to prevent it from collapsing under the weight of the
wet clay of the next layer. The potter worked on several vessels at the same
time. The worked surface was smoothed with a wooden tool or a pot sherd.
When the vessel was complete, its external surface was slipped with a light-
colour slip and the design was painted (or sent to an artist for painting).
Designs included geometric patterns and date-palms (nakhlah), painted
with an iron-oxide pigment extracted from red rocks in the Jordan valley.
Some of the designs are familiar from the Canaanite ceramics of
the 2nd millennium BCE, and in various versions of Mamluk ceramics.®
The women potters of Kufrenje in northern Jordan, also painted their
handmade water jars in linear designs.® Traditional Arab pottery thus
reflects the development of material culture and the local heritage. After
drying the vessels for about two weeks, they were placed in pits filled
with combustible materials, twigs and cakes of cow dung (although wood
and cactus were also used). Small vessels were fired in for baking bread.
During the firing the women sang songs, expressing their wish that only

few vessels would break in the fire.”
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Water Vessels
in Traditional Arab Pottery

Irit Ziffer

Dr. Irit Ziffer is a curator of the Ceramics and Nehushtan Pavilions,
Eretz Israel Museum, Tel Aviv.

Arab functional pottery has virtually disappeared in Israel in the face
of new, cheap materials. Ceramics constituted an important branch in
the economy of Palestine prior to the industrial era, but increasingly
diminished with the appearance of artificial materials." Already in the
1920s, tin ware began to find its way into households and push aside the
various pottery vessels.?

In villages in the Ramallah area, in Kufr al-Labbad and in Ya‘bad, in
the Jenin area, women engaged in hand-made pottery cooking vessels as a
household and seasonal industry. Wheel-turned vessels were produced by
men. In the towns and villages, potters worked in the family workshops
where they had learned the craft from their elders.? The clay was mined
by the male potters at a great distance from their villages.

The origin of the various Arabic ceramic shapes lies in the Middle
Ages. Women from Sinjil, Baytunia and Ramallah were known for their
handmade vessels, decorated with a variety of colorful patterns, fired at a
low temperature. Production began in spring, when it was easy to dry the
vessels and dry branches and twigs can be collected as firewood for the pit
that served as a kiln. The female potters brought the clay from sites near

their homes, no more than half a day’s walk and prepared it themselves:
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in the low stone wall that leads inside to the fountain structure. Thus
the images of the fountain, and the reality that they reflect, diverge
from any connection to the Orientalist or biblical photographs and
paintings. In contrast, they reveal a certain dialogue with realistic
trends in European painting and photography with the subject being
solely that of Nazareth.?

The Nazareth fountain presents a central and autonomous realistic
narrative. It reveals one of the main centres of female life and gathering
in Nazareth. It is here that the many groups of images were established,
interconnected with daily life in Nazareth, on the one hand, and on
the other hand with the Christian and Muslim stories of Nazareth that

directly link to the very essence of its existence in the modern era.

The Maiden and the Jar: olive-wood souvenirs from the Holy Land

Already in the 16th century the Franciscan Order introduced the art of
woodcarving to the Holy Land, and wood-carving workshops were opened
in Bethlehem and Nazareth. These souvenirs, still being produced today for
pilgrims and tourists, focus on the events sacred to Christianity from the
lives of Jesus and Mary, mainly with reference to the birthplace of Jesus in
Bethlehem. Among these carved images, that of the maiden and the water jar
is a prominent motif, suggestive of the sacred fountain in Nazareth [Fig. 10].
These carved figures possess their own particular quality in their integration
of the European sculptural tradition embraced by the Franciscans, with the

local costumes of a young girl bearing a large water jug.
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which the local young girls are the central heroines. Their expressions
are open, transmitting strength and naturalness, not subordinated to
stylistic interpretation and beautifications.

These photographs seem to reflect an awareness of the notions
of the various schools of realist paintings that were active in France
in the mid-19th century. One can recall paintings of individuals such
as The Whear Sifters by Gustave Corbet (1855), 7hird-Class Carriage
by Honoré Daumier (1854) and 7he Gleaners by Jean-Francois Millet
(1857), all of which represent images of peasant women, focusing on
their facial expressions, their simplicity, innocence, physical gestures
and their costumes, turning them, for Millet for example, into a symbol
of purity and virtue.”

Furthermore mention should be made also to a large group of
paintings that depict laundresses by streams and rivers: women carrying
the laundry to the designated place on the river bank or kneeling by
the side of the river or stream, doing the washing while other women
are arriving or leaving. A prominent motif of these paintings is that of
a group of women working together, and the artists who painted the
laundresses include some of the greatest of the Impressionists, such as
Auguste Renoir (1888, 1889, 1912), Camille Pissarro (1895) and Paul
Gauguin (1888). This posing of the laundresses as a varied group of
hard-working women of different ages has much in common with the
concepts of the photographs of the women drawing water and carrying
the water jars from the Fountain in Nazareth.

The photographs, depicting the varied groups of local population
gathered at the fountain in Nazareth, are almost anthropological in style
and also document the small changes that have taken place at the site

during the 20th century, such as the altered location of the openings
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glances in their direction. It is possible that the sensual Baroque
paintings of the encounter between Rebecca and Eliezer had an
impact on certain Orientalist painters. The women, draped in the
garments of an Eastern harem, seated or reclining on divans, are
always dramatized, sometimes with an imaginary landscape painted
in the background. When the women are depicted holding jars, they
do so at an angle or in an unnatural pose that would prevent the
jars from actually containing water. The ornate jars are intended to
accentuate specific, glorified characteristics of the sights of the East

with its exotic men and women.

A comparative survey of realism

The visual tradition that delineated representation of the Virgin's
Fountain — the poor women drawing water and the various audiences
who come to watch this — includes a broad corpus of photographs and
paintings from the 1860s to the 1960s. This body of work presents a
steady iconography expressing perceptions that differ totally from those
of the Orientalist painter or photographer. I would contend that these
photographs and paintings of the Nazareth fountain do not belong
to depictions of the Levant or the exotic East as they appear among
Orientalist photographers and painters.

Dozens of photographs of the fountain present the structure that
was entered in order to draw water flowing from the openings in the wall.
Various women bearing water jars feature in these photos, including
women with young children as well as older and elderly women. These
women are sometimes barefoot and at times dressed in rags, but always
struggling with the effort of bearing the heavy water jars on their head.

Such a sight offers a broad perspective of the Nazareth fountain, in



The Fountain of the Virgin in Nazareth: Local Reality and Symbolic Meanings 19 [e]

of the Holy Land.® Among the painters and photographers belonging to
the Orientalist school, there arises an image that differs entirely from that
of the European tradition of paintings of scenes from the Old and New
Testament; a difference reflected in the photographs of Nazareth. The
paintings by Orientalist artists, such as Jean Léon Gérdome, of the girls and
the water jars, accentuate and heighten the visual appearance of the young
Eastern woman and turn her into a pretty object.

The colour lithographs by David Roberts [Fig. 9] presents a varied
gathering around the fountain, located in the background. To the left,
women are drawing water with their backs to the fountain. Two men are
pouring water into their jars, while in a long line extending from them are
women bearing jars atop long kerchiefs. The women are wearing ornate
Oriental clothing, a top garment over wide trousers, characteristic of the
Turkish Harem. These clothes emphasize the hips, waist and breasts in
a fashion alien to the local attire worn in Nazareth and by Palestinian
women. At the end of the line stands a black woman, seemingly a servant,
her upper body exposed, and her arms folded beneath her breasts. This
naked figure accentuates the women’s sexuality. The women’s water jars
are luxurious and shapely in design, unlike the jars actually in use. The
black woman has an empty jar set horizontally on her head. The women
are standing about aimlessly, almost on display. To the right, men are
standing or riding their animals. On the only horse is a woman, seen
from behind, holding a jar and being led by two men. There is little
depiction of scenery, other than a few trees indicated on the horizon.

The Orientalist painters tended to present sensual portrayals of
young women: posing them in full or partial nudity, with detailed
depiction of their magnificent garments, seated on the ground or on

divans, or shown in the presence of men who are sending desirous
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photos of the fountain and the women around it constituted a biblical
scene for the visitors to the site. Christian pilgrims could envision here
with their own eyes the Virgin Mary drawing water with the other
young women. One of the pilgrims who came to visit Nazareth for
the inauguration of the Salesian church, and whose comments were
published in the church journal in 1923, recounts that nothing had
changed since ancient times. He saw in the streets of Nazareth the
wide-eyed, dark-eyed residents with the somber smiles and next to the
fountain — the Nazareth girls with their braided hair, carrying the water
jars back home. His thoughts instinctively went back two thousand
years, to that place in which a young mother called Mary walked,
together with her son, Jesus, the adored youth, to draw water from the
fountain. The experience of the fountain, however, should also be seen
as an expression of daily life in the 20th century Nazareth, with the
difficulties inherent in drawing water from the only fountain.

C. The water jars, from an iconographic viewpoint, have a central place
in the photograph, as if more important in the eyes of the photographer
than the women themselves. The jars are large and heavy. Focusing on
their images seems to confer upon the girls an appearance of strength,

of all-powerful, mythological women.

The fountain and the drawers of water at Nazareth:

a unique representation

A comparative survey of Orientalism
In the following, I compare depictions of the Nazareth fountain and

those who drew and still draw water from it with Orientalist depictions
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paved area. Time has revealed clear changes in the structure, with
the location of the openings having been altered, apparently in the
20th century. To the right of the arch lies the Turkish bathhouse
with its chimney.

B. The women drawing water and carrying the water jars are of various
ages, not necessarily young. They appear individually, in pairs or in
groups. Sometimes a symmetric composition is constructed with two
women. The women are generally photographed while leaving the
fountain, bearing the water jars on their head. However, there are also
various photographs that feature young maidens carrying the jars on
their way to the fountain.

The women are depicted in both close-up and distance shots,
mostly with their faces indistinct. Some of them are not the focus of
the picture. The girls appear barefoot, wearing long dresses typical of
the area and occasionally poor garments. The photographic emphasis
on walking without shoes relates also to the Christian perception that
sees poverty as spiritual purity in that Jesus” disciples went barefoot
(reflected in the Christian Mendicant orders that take a vow of
poverty). The women’s kerchiefs generally cover only the head, but are
occasionally worn with a longer, top kerchief. The girls struggle with
the heavy earthenware or tin water vessels on their head or shoulders.
This description constitutes an entirely different category than other
local descriptions of drawing water from the spring.

This depiction of the fountain with the women bearing the water
jars, dressed in their traditional costume, recurs in photographs from
the one hundred years under discussion. Local women and girls are also
photographed coming to wash clothes at the fountain and are depicted

inside the area or to its left, seated next to a bundle of laundry. These
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head, unsupported by her hands while the woman on the left is turned
to the child while supporting the jar on her head with both hands. Close
by, to the right, stands what appears to be a camel driver and next to him,
dressed in white, a boy. The camels are situated to the right, next to the
fountain. Even if this photo was staged by the photographer, it seems to
reflect the reality apparently encountered at noon [Fig. 5].

Another photograph, by Felix Bonfils (1870-1890) is conceptually
highly distanced from the Orientalist painting of the fountain by David
Roberts, depicting elegantly attired harem-like female images next to
the Nazareth fountain [see Fig. 9]. This photograph presents a sweeping
urban scene in comparison with those preceding it. Special attention has
been paid to the architecture of the Turkish bathhouse and the fountain
whose roof can be seen from above. Against this expansive background,
and from a greater distance, the women drawing water and carrying the
water jars can be seen; the events by the fountain take place among the
figures themselves, who are not facing the photographer. One can discern
a variety of women of different ages standing near the stone fence, either
wearing shoes or barefoot, some bearing water vesses on their head.
The woman to the extreme right is holding a tin can. To the left of the
fountain stands a woman next to a man astride a donkey and bearing a
jar on his head. Next to the fence, women are talking and carrying the
jars in various poses. Here too, the women’s faces are hardly visible and

the figures are not frontal [Fig. 6].

The consistant iconography of the photographs [Figs. 7,8]
A. 'The fountain is a barrel-vaulted structure, visible externally as a
rounded arch rising above two walls. The wall of the fountain features

openings for the water to flow. A low stone fence encircles the small
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A. Photographs include individual figures or groups of men, women,
and animals. Many photos also feature soldiers from various armies,
looking at the fountain or herders (of camels, horses, donkeys)
gathered to the right of the fountain or waiting in line
to enter the site.

B. Photographs of women of various ages drawing water and carrying
water jars; drawing water in group; or individually, bearing heavy

water jars on their heads.

In an early photograph (1894), the fountain itself is situated in the
centre, with various houses behind it, including the Turkish bathhouse,
recognizable by its chimney. The low stone fence delimits the fountain
and to its right is a donkey. A woman is descending the steps, supporting
with both hands the water jar on her head. Her face cannot be seen, only
her white robe is prominent. Smaller figures inside the structure serve as
background [Fig. 3].

In a frontal photograph of the fountain (1891), a woman can be seen
supporting the jar on her head with one hand, while behind her are two
more women, their faces hidden. The jars create a powerful picture, possibly
staged. On either side of the fence are more women with water jars on
their head, delimiting the scene — with children among them. Next to the
fountain, to the left, a woman can be seen in side view, her face obscured. In
the background, there are smaller figures inside the structure [Fig. 4].

In another photograph from the early 20th century, the angle differs:
three women in close-up, standing frontally in front of the fountain
fence, are accompanied by a little girl to their left. The figures vary in
gesture. The child and the woman to the right are shielding their eyes

from the sunlight. The woman in the center is bearing a water jar on her
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Visual traditions in representing the Fountain of the Virgin

From around 1860, the fountain became not only the subject of written
descriptions but also of paintings and photographs. Traditions regarding
its visual representation were developed and preserved over the next
hundred years. The photographers, painters and pilgrims who visited the
place photographed and painted the fountain, turning it into a visual
icon of Nazareth and a central image of the local site in which sacred

memory and daily routine meet.

Paintings of the fountain

In contrast to the traditional tales of the pilgrims about Mary and Jesus at
the fountain in Nazareth, their figures seldom appear in paintings of the
fountain. One of the rare appearances is in a painting by James Tissot. This
painting relates to the fountain but constructs an ideal, almost “sweet”, reality
around it. This perception entirely differs from that presented in the many
photographs of the fountain taken over the course of one hundred years.

In Tissot’s painting [Fig. 2], the Madonna and Child, attired in
the local costume, are walking barefoot on a ground strewn with rocks
and stones near the fountain. The Virgin is depicted as young maiden,
wearing a modest head covering. The young Jesus gazes directly at the
viewer. In the background, behind a stone fence, local women can be

seen next to the fountain.

Photographs of the fountain

Many photographers of the fountain arrived from different countries.
They documented the various crowds that visited the site throughout the
day. Some of the pictures are clearly staged, but the majority appear to be

spontaneous. They can be divided into two categories:



The Fountain of the Virgin in Nazareth: Local Reality and Symbolic Meanings 13 [e]

According to the Koran, Jesus’ birth was miraculous, with no father. It
was the will of God; and it was Maryam who was chosen to conceive him.

According to certain narratives, during the period that the
“Holy Family” lived in Nazareth young Jesus used to accompany his
mother when she went to draw water from the fountain. Since the
6th century CE, throughout the entire Middle Ages and into modern
times, the Virgin's Fountain has constituted a central element in
descriptions of Nazareth by pilgrims and other travellers. The story
of the Annunciation to Mary at the fountain, as described in the
Protoevangelium of St. James, contributed to the development of
additional versions of the narrative.

An unusual anecdote by the pilgrim Theodorich in the 12th century
mentions that the water flows from an opening fashioned like a lion’s
jaws. It is also told that Jesus was sent to draw water by his mother but,
while playing with the children, the jar broke and he carried the water
back in a fold in his garment. His mother was angry and Jesus furiously
spilled the water on the ground and it is from this spot that the fountain
sprang up. In the 19th and 20th centuries, pilgrim writings reveal an
exceptional love for the place, exceeding even that for Jerusalem.*

Aleadingarticle in the journal of the Salesian Order, written by Brother
Peter Rickeldonna, head of the monastery (1934), notes: “The town is
spread across the foothills. Below it is the Church of the Annunciation, and
above it the hill, topped by the Church of the Adolescent Jesus. Between
these two borders Jesus lived for the first 30 years of His life. Here, in
the stillness of the evening, one could see Him walking with His Mother
to draw water from the fountain.”® And so the fountain that had come
to symbolize the Virgin Mary, became a fountain possessing life-giving

qualities and an iconic image of the town of Nazareth.



12[e] The Maiden and the Jar A Local and a Multi-cultural Image

but underwent a significant change in its population during the War of
1948 when Muslim refugees from the Galilee settled there.

The Nazareth fountain (szbil), called the “Fountain of the Holy Virgin”
or the “Maryam Fountain” (Mary/Maryam is perceived by Islam as a righteous
woman), was a focus of local life. Serving all the town’s inhabitants, it was
considered to possess healing qualities. During ancient times, the fountain
was Nazareth’s main source of water, located, despite its importance, on the
outskirts of the town. In the 18th century, the town spread and, as noted in
the attestations to its existence, the fountain seems to have become a central
site, of great importance to the inhabitants and with symbolical meanings

attributed to it from ancient times until the present day [Fig. 1].2

Literary traditions about the Fountain of the Virgin in Nazareth

The Fountain of the Virgin in Nazareth is sacred to Greek-Orthodox
Christians. According to their belief it was here that the angel Gabriel first
announced to the Virgin Mary her divine conception and that she was
carrying the Son of God in her womb. In addition, the Protoevangelium
of St. James (an apocryphal gospel)?, describes how the Virgin was told of
her impending pregnancy when going to draw water from the fountain,
while living in Nazareth. According to pseudo-Matthew 9 (another
apocryphal writing), the announcing angel was revealed to her first at the
fountain, and then again in her house, above which the Church of the
Annunciation was built.

In Islam, Mary, mother of Jesus, is perceived as one of the greatest
righteous souls: a woman of purity, a virgin and possessing noble qualities.

She is mentioned in the Koran even more than in the New Testament.
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The Fountain of the Virgin in Nazareth:
Local Reality and Symbolic Meanings

Nurith Kenaan-Kedar

In the Christian world, the sanctity of Nazareth parallels that of Jerusalem
and Bethlehem. In Jerusalem, the Church of the Holy Sepulchre denotes
the location of the Crucifixion and Resurrection of Christ, while in
Bethlehem the Church of the Nativity marks Christs birthplace. It was
in Nazareth that the angel Gabriel announced to the Virgin Mary that
she would conceive the son of God, Jesus. In the most ancient part of the
town, the Catholic Church of the Annunciation and the Church of St.
Joseph are dedicated to Mary, Jesus, and Joseph, the saintly father who
raised Jesus — “the Holy Family”. These two churches have existed since the
Early Byzantine period, continuing through the Crusader period and up to
the present day.

Nazareth has two Churches of the Annunciation — one Catholic, the
other Greek-Orthodox, the latter named after St. Gabriel. Perceptions of
the town as sacred to Christianity developed over the course of hundreds of
years. In addition to the belief that the Annunciation to Mary took place
here, Nazareth has become the town of “the Holy Family”, reflecting the
potency of the story of their life in this place, upon their return from their
sojourn in Egypt and up to the beginning of Jesus’ public life.

The religious composition of Nazareth’s population has altered down

through the years. In the 18th century, Nazareth was mainly Christian,
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popular art in the early years of the state, featured in photographs and on
greeting cards, posters, decorative objects and housewares. The exhibition
traces the consolidation of this image and its various manifestations and
surveys its sources of inspiration, from the women who drew water at
the iconic’s Fountain of the Virgin in Nazareth, as commemorated in
photographs and paintings, and up to the carpet in the house of the
second president of Israel, Yitzhak Ben-Zvi.

Despite the subject clearly being a feminine one, I have not sought
to relate to the feminist aspects. This would require a separate study and
conceptual approach but I hope in the future to accomplish this.

The photographed figures of the Nazareth women drawing water
and those of the young girls and women bearing the water jars reveal a
pre-feminist era. Drawing water had been part of a woman’s housework
from ancient times, and the biblical story of the meeting between
Rebecca and Eliezer next to the well is a familiar one. The Arab women
continued this tradition and labored hard drawing water from the
fountain for their families. The photographs indeed reveal the task of
the women as well as the form of the well.

In contrast, the image of the young Israeli girl carrying the jar bears
no similar association, nor does it confer upon her an active sense of a
woman preparing to encounter a new reality, but rather remains within
the confines of a decorative image alone.

The image of the Israeli maiden carrying a jar however, remains within
the confines of the symbolical or decorative. These transformations in
the image constitute an example of changing forms and meanings of

multi-cultural images and their historical importance.

Nurith Kenaan-Kedar
Curator
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Introduction

The exhibition “The Maiden and the Jar: A Local and a Multi-cultural
Image” is the fourth in the series of exhibitions held at the Eretz Israel
Museum, Tel Aviv, devoted to revealing unfamiliar aspects of the visual,
popular culture of Israel.

The first exhibition, “Birds of Paradise — Marie Balian and the
Jerusalem Armenian Ceramics” (2000), presented three generations
of Armenian ceramics in Jerusalem and their contribution to the local
lexicon of decorative art. The second in the series was the exhibition
"Modern Creations from an Ancient Land" (2005) which presented
copper vessels — decorative objects and souvenirs produced by the small-
scale industry that functioned in the early years of the state and which
were created in private workshops and small factories entrepreneurs and
unrecognized artists. These objects — from the collection of Vicky Ben-
Zioni — represented a combination of old and new visual traditions and
differed from the works produced in “Bezalel”. The third exhibition,
“The Art of Goldsmithing — Jacobi Jewelry in the Early Years of Israel's
Statehood”, presented a broad survey of Jacobi jewelry, embodying the
goldsmithing traditions of Eastern Jewish communities and Western
concepts about producing unique jewelry, free of any official guidance
from the Establishment.

The current exhibition adds a fascinating layer in its presentation of
the Hebrew-Israeli art scene prior to and following the establishment of
the state. The image of the “maid and the jar’—a young girl bearing a water
jar on her shoulder or head was already popular during the period of the

British Mandate, in the 1920s and 1930s, and became common in Israeli
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