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Foreword

Distinct to Ruthi Helbitz Cohen’s work is the simultaneous existence of two
contrasting elements: diffusion and concentration. Her works feature a
wealth of elements that do not always merge in a coherent and ordered way.
In both of her studios - at home and in the south of Tel Aviv - everything is all
over, the finished works and those still being worked on, the unconventional
work materials such as coffee remains, fabric softener, the family business
builders’ tape, paints and many other materials. And yet, her works show full
concentration both on the subjects that preoccupy her and on the idiomatic
style that she has developed over the years.

In the exhibition Beloved, the women Helbitz Cohen paints gaze at the
viewer from every corner; each woman has her individual story. Contemplating
their images reveals the characteristic lines of each figure and the artist’s
unique, unmistakable “handwriting”: in the special materiality of the work,
in the artist’s independent thought and in her profound contemplation of
the characters she paints and the subjects she brings forth. Her works always
seem somewhat undone, “imperfect,” like bursts of color and matter, which
leave the viewer a wide berth for reflection.

The Dutch curator and art historian Beatrice von Bormann writes: “The
artist takes the body apart and reassembles it, like a mechanic might do
with a car or an engine, or a scientist when dissecting and studying the
body of an animal.” Von Bormann'’s insights place Helbitz Cohen’s work in
the framework of European art and Christian iconography that developed
throughout art history, contexts that might be less overtly familiar to
Israeli visitors.

The article by Tamar Hurvitz Livne, the exhibition’s assistant curator,
focuses on Helbitz Cohen’s portraits: figures of women - family members,
historical figures or anonymous. “Helbitz Cohen’s large group of portraits
gently undermines the distinct dichotomy between beautiful and ugly;
what seems at first crude, bizarre or unusual is revealed, under attentive

contemplation, as a different type of beauty.”

Judith 3, Beloved, 2019, mixed media on paper, 80x52
80x52 1™ Yy namyn P"13Y ,2019 ,°N277K ,3 N TIT?



In a conversation I had with the artist, Helbiz Cohen says: “I think of art
as a conscious, mental, almost physical, place. There is always a gap between
the poles, a doubt that I now live with peacefully, and yet I want to work from
within in. [..] The viewer is welcome to fall into that hole, that gap, along with
me.” Ruthi Helbitz Cohen offers visitors to the exhibition and readers of this

book an unusual and fascinating artistic experience.

Ruthi Ofek

Exhibition curator
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The Female Body Reconstructed

Beatrice von Bormann

The female body is key to the work of Ruthi Helbitz Cohen. It “performs”
on the canvas in different shapes and guises: dressed or undressed, in the
role of a clown, witch, child, or femme fatale; as a mythological goddess or
historical figure; hanging from the ceiling, floating, lying down; fragmented
in space, alone or in the company of other complementary figures. The
artist takes the body apart and reassembles it, like a mechanic might do
with a car or an engine, or a scientist when dissecting and studying the
body of an animal. It is as if she is searching for the inner essence of these
women by pulling their bodies apart, by painting heads, limbs or organs
separately and then putting them back together like a mismatched puzzle,
in which the individual pieces don’t quite fit. A sense of uneasiness arises
at the sight of a skull-like head on top of a semi-transparent torso, of a body
dissolving into a dark cloak, or of arms taking the place of legs, reaching up
towards the torso.

The female body has been an object of art history for many centuries. Male
artists have depicted it nude, semi-nude, or in the guise of deities, saints,
mythological figures. Only from the late 19th century women no longer had
to pose as someone other than themselves. In modern art, female bodies
have been idealized, vilified, depicted as larger than life, as fragmented,
imprinted on the canvas, abstracted. Only in the 1960s did female artists
really begin to claim their own bodies through their art, turning it from
object to subject. In performance art and the Fluxus movement, the body
itself became the medium. Helbitz Cohen does not use her own body in her
art nor are her painted women necessarily self-portraits. They do, however,
represent a complex internal dialogue with both painter and viewer.
Hanging from the ceiling, draped over chairs or lying on the floor, they
seem to act like performers in the exhibition space forcing the viewer to
interact with them, to walk around or between them, thus demanding a
much more confrontational approach than that experienced before a two-

dimensional wall painting.

Whispers, installation view, Gordon Gallery, 2015
2015 17T 7193, AN RN "mwn”
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Artists quotes are from
conversations with the
artist, April - September
2019.

The Spectator as Voyeur

In this exhibition, Beloved, there is a room which is inaccessible to visitors.
They can only look at the works through holes and slits in the walls. This
automatically turns spectators into voyeurs while also functioning as an
enclosure, a hortus conclusus (enclosed garden) for the female figures shown
within. There is no way out, no possibility of escape, but at the same time no
one can come in, which turns the “scene of the crime,” into a safe space for the
blonde, partly deconstructed women that hang from the ceiling like painted
sculptures. However, the nature of the crime remains shrouded in mystery.
The bodies seem to be partaking in a brutal rite of passage whose outcome is
uncertain. They appear to exist in liminal space, a term from anthropology
that describes, in a rite of passage, the time between what was and what will
be. Ruthi Helbitz Cohen: “There is always a ‘gap’ in my work. Empty spaces are
very important in my work, so there is also a physical dimension. When you
break something, you never know how it will be mended, what the outcome
will be.”' Liminal space is transitory, connected with waiting, not (yet)
knowing. It is where transformation takes place, if we are patient and let it
shape us. Helbitz Cohen’s female figures are all about transformation, about
the dichotomy between conscious and unconscious, passive and aggressive,
light and dark, right and wrong, beauty and ugliness and the beauty that
exists in ugliness. Their gestures and the symbols that accompany them,
betray them. Gestures can hide trauma and are often cultural constructs and
ritualized expressions of the unconscious.

Inside the enclosure are the “blondes”: light-haired women that are the
counterpart of Helbitz Cohen’s many dark figures. They hang upside-down,
their eyes covered in gestures of grief and horror; they lie on chairs, their
genitals exposed; one of them seems to be falling into pieces. Helbitz Cohen
showed them in 2018-2019 in the exhibition Poem/Po-Eima. A Hair at the
Crime Scene at the Open University Gallery. There, they were enclosed in a
space demarcated with the “Helbitz Baruch Ltd” builders’ tape she uses in
many of her works, referring to the construction company founded by her
grandfather and succeeded by the following generations. Presenting these
women as victims seems to imply that the transformation process has been
halted. This introduces a finality that is new in Helbitz Cohen’s work. Using
the tape to close off the space, she marked her own territory as it were,

creating a protective place, but one from which there was no way out.

Pieta, 2017, mixed media on paper cutouts and builders’ tape on canvas, 30x40
30x40 ;12 5y 2MVIPOM M1 MR 5y namyn pP"3v ,2017 ,/TU7H
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Anna Mahler, Untitled, c. 1974, bronze after a clay figure, Highgate Cemetery, London
https://indifferentreflections.wordpress.com/tag/victorian-symbolism/
1%, 0N MAAPn N N0 505 YW AN NpYYT,pa 1974 77113 K55 ADARN IR

In Beloved this notion has been taken a step further, with the tape replaced
by perforated walls, violently cut and damaged, making it impossible to enter
or leave the crime scene. Defining this space as “bombed,” Helbitz Cohen
appears to allude to contemporary acts of violence, yet her work is never one-
dimensional. The scene before us is also an intimate one that we are invited
to witness. The deconstructed blondes and the inherent horror of the scene
point to violence against women that could not be more poignant in times of
#MeToo. Whereas usually Helbitz Cohen’s figures seem to be invested with a
transformative power that restores their agency, these recent figures seem
passive and powerless.? Speaking about the blondes, Helbitz Cohen said: “I
create a female figure that is anemic, with dull pigmentation. Her skin is pale
pink and faded; she appears ill, almost transparent.”

Several of the blonde figures hold their hands before their eyes in a classical
gesture of grief and despair. This gesture appears repeatedly in art history,
from Masaccio’s Expulsion from Paradise (1424-1427) to the grave monument
of the Austrian sculptor Anna Mahler made by the artist herself. Whereas
figures displaying this gesture usually bend their head and often their upper
body forward to accentuate the sense of despair or shame, both Mahler’s and

Helbitz Cohen’s female figures stand upright; they are slim, and their legs are

Hands on Face, 2015, mixed media on parchment paper, 220x70x10
220X70X10 ,LINATB 1™ HY NAMYN P"10v ,2015 ,071°YiT Sy o

2

Beatrice von Bormann,
“Ruthi Helbitz Cohen’s
(Female) Transformations,”
in: Ruthi Helbitz Cohen,
Curtain of Tears, 2015,

exh. cat. Herzliya Museum
of Contemporary Art, 2015,
pp. 47-48.
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close together. The focus is entirely on the hands and head. The arms of some of
Helbitz Cohen’s blondes are a three-dimensional element attached separately
and folded over to create this gesture, thus accentuating it even more. There is
a double protection here: the images of these women are shielded by the closed-
off space, and with their hands they hide their emotions from the penetrating
eyes of viewers. What or whom they protect themselves from remains in the

dark: the viewer cannot know what happened or who the perpetrator might be.

Touching the Scar

The way out of all the violence and horror is love. This is represented in the
series Beloved, portraits of women Helbitz Cohen loves or admires, including
women from her family (her mother and daughter), friends, colleagues, and
also historical figures like the Israeli Prime Minister Golda Meir (1898-1978),
the poet Lea Goldberg (1911-1970), Anna Mahler (1904-1988), the forgotten
Viennese painter and graphic designer Erika Abels d’Albert (1896-1975), and
the Israeli Special Operations Executive and poet Hannah Szenes (1921-1944).
Through these portraits of mostly Jewish and Israeli women, Helbitz Cohen’s
cultural identity comes into play and her art becomes firmly rooted in time
and place, in her personal geography. For the artist, the working process also
reflects her dialogue with the actual geography of Israel: she balances the
arid dryness of the country by working with water-soluble materials, such
as watercolor, coffee remains and fabric softener. Helbitz Cohen says she
“drowns” the portraits and lets them dry, a process that leaves red or blackish
stains on the faces, like puddles after the rain. This lends the portrayed figures
fluidity, their expressions and features unset, still evolving.

For Helbitz Cohen, painting these women is in a way also painting herself.
The “puddles” of color that remain on their faces often appear like wounds
or like some liquid seeping from the mouth, nose or eyes. One of the women
portrayed is Neta Sobol, a former actress who now teaches Jewish mysticism
and Kabbalah. Sobol is depicted with a red clown-nose and at the same time
with a very serious expression. She appears to have a wound or scar on her right
cheek, marked by a reddish stain, and is tentatively reaching for it with her
hand. The artist compares this gesture with the eroticism of Saint Thomas
touching Christ’s wound, as in the famous painting of the subject by Caravaggio
(Michelangelo Merisi) of c. 1601-1602 (p. 40). In this painting, the wound is a
slit into which doubting Thomas puts his finger, his hand guided by Christ.

Neta, Beloved, 2019, mixed media on paper, 44x31
44x31 7™ 5y namyn P"10v ,2019 ,71317INK , Y01
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Georges Bataille, L'Histoire
de I'érotisme, Paris:
Gallimard, 1976.

Christian iconography is often linked to eroticism, especially in depictions of
saints, for example of Saint Sebastian pierced by arrows or of Saint Teresa in
ecstasy as in Giovanni Lorenzo Bernini’s famous sculpture of 1645-1652. The
French author and philosopher Georges Bataille claimed that eroticism and
religiosity are complementary cultural constructions in search of overcoming
the finitude and the discontinuity between human beings.?

Helbitz Cohen’s work is firmly rooted in art history, she finds her inspiration
in artworks (and literature) from the Renaissance right up to Modernism,
but her motifs receive a contemporary and deeply personal interpretation.
In modern art, the bodies of saints have been replaced by nude models or the
figures of the artists themselves. In that sense, Helbitz Cohen’s paintings and
drawings recall the twisted, emaciated and fragmented bodies of Austrian
Expressionism, particularly in paintings by Oskar Kokoschka and Egon Schiele.
An example is Kokoschka’s Self-Portrait of 1910 for the cover of the magazine
Der Sturm depicting himself with a skull-like shaved head, touching his wound
in a gesture impersonating Christ. Schiele’s dramatic self-portrait, Seated Male
Nude of the same year, is a merciless representation of his skinny, partly semi-
transparent and feetless boney body. This kind of fragmentary representation of

the body is a key element in Helbitz Cohen’s art. Kidneys or lungs, even a heart,

KOKOSCHKA
¢ @y

Oskar Kokoschka, Pieta, poster for the play Murderer, Hope of Women, 1909, lithograph, 122.7x78.6
https://en.wikipedia.org/wiki/File:Kokoschka_M%C3%Bérder,_Hoffnung_der_Frauen_1909.jpg
122.7x78.6 ,/'0INN"S ,1909 ,0°w3 5w [Anpn ,AX17 NS TVRN N2 ,7070 ApwIpp IpoIx

float outside the body, as in one of her big, unstretched pieces (p. 50). In other
works, sexual organs are depicted in an exaggerated manner, their redness and
coarseness evoking the appearance of wounds (p. 55).

In Murderer, Hope of Women (2018) Helbitz Cohen refers directly to
Kokoschka’s 1907 play and later drawings by that name. Kokoschka based his
play on the theories surrounding prehistoric matriarchy of the Swiss jurist,
philologist and anthropologist Johann Jakob Bachofen, especially in his
book Das Mutterrecht (1861). Kokoschka’s poster for the play shows woman
triumphant holding the limp figure of man in her arms, as in a modern-
day Pieta. Kokoschka painted her white, the color of death, whereas the
male figure is red, the color of life, thus inverting the roles. In his play, the
murderer ultimately wins. Helbitz Cohen’s work Murderer, Hope of Women
sends us back to the crime scene. It shows the painted figure of a blonde
woman squeezed between the fragments of an oval mirror that reflects the
penis-like flowers hanging above it, as well as the viewers themselves. The
phrase “murderer, hope of women” is traced in the dirty surface of the mirror.
Here too, the woman seems to be the defeated, hopeless victim of a sex crime,
with none of the power of Kokoschka’s woman. The fact that women can
overcome this suffering is shown in the Beloved, portraits of strong women

who achieved something in life, in the past or in the present.

Letting Go

In 2018, Helbitz Cohen began a series of works dealing directly or indirectly
with the death of her mother that year. The most important work in this context
is no doubt the painting White Lily, Black Lily (pp. 22-23) which shows the
outstretched figure of a woman whose black head is surrounded by a golden halo,
besides whom sits a girl. Two lilies grow out of the woman’s womb, while the
girl is holding a third in her hand. The white lily, a symbol of light and purity
that in Christian iconography signifies the Immaculate Conception, is often
depicted in annunciation scenes where the angel offers Mary a lily.* As a symbol
of resurrection, lilies are often used in funerals. Here, despite the title, one of
the lilies growing out of the woman has gone black and the other, too, is greyish.
Together, the two lilies seem to symbolize the dichotomy of life and death. At
the same time the lilies growing out of the woman’s womb signify fertility and
motherhood. The finger of the girl holding the lily as if in an annunciation points

upward, as if indicating the departure of the woman toward another world.

4
Manfred Lurker,
Wérterbuch der Symbolik,
Stuttgart: Alfred Kroner
Verlag, 1991, pp. 435-436.
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Barbara Pasquinelli, Gebaar
en expressie, Gent: Ludion,
2007, pp. 40-43 [German].
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Maria Lassnig, Beam in the Eye / Mourning Hands, 1964, oil on canvas, 77x115
© Maria Lassnig Foundation / Bildrecht, Vienna 2020
77%115 ;12 Y 10W ,1964 ,M5aNK 0777/ VA 117,307 0

Maria Lassnig, Breakfast with Egg, 1964, oil on canvas, 130x194.2

© Maria Lassnig Foundation / Bildrecht, Vienna 2020
130X194.2 /12 5y 1AW ,1964 ,/7¥?2 OY 1712 DMK, 205 M0

Another hand - that of the prone figure? - makes a gesture that recurs in various
works on paper from the same period: it is bent at the wrist, inactive, literally
letting go. It is a gesture of powerlessness and passivity, the kind often found in
scenes of grief or acceptance in art history, for example, the Veit Stoss Death
of Mary altarpiece in Krakow, 1477-1489 (p. 25).> Huge butterfly-like creatures
(another symbol of the departed soul) seem to feed on the body (or feed it?),
while golden teardrops fall down on it.

White Lily, Black Lily and the works on paper that feature the same bent
wrist gesture as a symbol of release and resignation, as well as the flowers

growing out of the body or being offered to it, recall several works by the

Austrian artist Maria Lassnig made following the death of her mother in
1964. For a while Lassnig was obsessed with this subject and kept painting
her mother’s body, often with her own image besides it. Lassnig, a pioneer
of body art, put her bodily sensations at the center of her work as early as
1948 and kept developing this method throughout her career. Helbitz Cohen
also approaches the world through the experiences of the body, albeit in a
different way. Her work attends less to the different shapes and forms the
human, female body might assume - a favorite Lassnig subject, which led her
to identify with objects, animals, etc. — and more to the fragmentation of the
body due to trauma and pain, and to ways of overcoming this.

An early Lassnig painting on this subject, Beam in the Eye / Mourning
Hands, 1964, shows her mother in the background, with roses growing from
her groin (in other paintings these are hyacinths) and the daughter sitting
cross-legged before her, her hands crossed in a gesture of resignation; one of
the wooden planks of the coffin passes through her eye. There is an obvious
analogy with White Lily, Black Lily, both through the presence of the two
female figures and the flowers growing from their bodies, and through the
gestures of resignation and the symbolization of grief with butterflies and
teardrops in one painting and the wooden plank in the other.

Helbitz Cohen’s work also relates to Lassnig’s notion of body awareness,
as expressed, for example in Lassnig’s Breakfast with Egg, a painting about
her mother which hitherto had not been identified as such. An animal-like
hunched figure is guarding an egg, the symbol of fertility and motherhood
(possibly referring also to Lassnig’s own chance of it slipping away: she
turned 45 that year), from the group of nightmarish monsters that surround
her, performing a grotesque kind of dance. A watch, held up by one of the
monsters, indicates that time is running out. If the monsters manage to kill
the hunched figure, the egg will become the monsters’ breakfast. A sense
of loss and danger, of the inevitability of death and time passing, and the
destructive experience of grief dominate this painting as they do Helbitz
Cohen’s works from the period of White Lily, Black Lily. In most of them, the
reclining figure is half resting her torso on her elbows. There is often a second
figure with one hand bent at the wrist in the gesture of letting go, the other
hand holding a lily. Sometimes, other hands appear, touching the prostrate
woman, as if both helping her along and wanting to hold on to her (pp. 26-27).
At times, the head of a donkey, a symbol of the Messiah, appears, or the head

of a goat, an ancient symbol of femininity and nurturing.®

Pages 22-23: Black Lily, White Lily, 2018, mixed media on paper cutouts and builders’ tape on canvas, 142x320
142X320 125y 57L1POM 1 MATAN 5y namyn P23V ,2018 , NAY W ,NAW W :23—22'DY

6
Lurker 1991, p. 855.
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Veit Stoss, Death of Mary, altarpiece, St Mary'’s Basilica, Krakow, 1477-1489,
carved and painted lime wood
https://www.flickr.com/photos/hen-magonza/21382897456/in/photostream/
,1489-1477 ,21PRIP ,TWITPI 19710 N™01I NN NMAY /7772 113 ,wivw v
v1ax A%n o yy

Scenes of mourning are common in art history, although they are often
about the deaths of saints or kings, as in Giotto’s famous scene of the Death
of Saint Francis (c. 1309) in the Arena Chapel in Padua. Often they are a means
of studying expressions of grief, shouting mouths and hands thrown up in
the air or pulling out hair. In the case of these two series of works by Lassnig
and Helbitz Cohen, it is the personal tragedy that makes them so moving. The
contrast of passive and active is quite typical of Helbitz Cohen’s work. Here,
however, passivity dominates as the figures interact with powers beyond their

control. The daughter ultimately has no choice but to let go.

Look at Me

Helbitz Cohen works in very different formats. The Beloved small works on paper
depicting her loved ones are contrasted with several very large, unstretched

canvases. One of them, Black Mountains, 2018 (p. 53) shows a female figure

Burnt Heart, 2019, mixed media on parchment paper and builders’ tape, 180x50
180X50 ,5MD1POM LINATD M) 5y namyn pP"13v ,2019 ,17772135

Pages 26-27: Untitled, 2017, mixed media on paper cutouts on paper, 31x58
31x58 1M1 DY 1™ niAnn Yy N2Myn 1pNow ,2017 ,07m3 K97 :27-26 'nY
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among four dark mounts of different sizes, which could be cloaks hiding figures
or objects. An upside-down skeleton is just visible by the main figure whose
hands are held up beside her head, her palms facing inward, framing the face.
This hand gesture is one of innocence, showing the hands to be free of blood; a
submission in face of a confrontation or, in this case, before the viewer. Yet the
turned palms are also a protective gesture, one with which the figure seems to
say: look at me, I am still here, in spite of all the chaos surrounding me. Black
tears flow from her eyes; a rabbit - a symbol of fertility and life - sits on her
head. A butterfly holds up a line from which hang black objects, perhaps bombs
or body organs. Life and death seem equally balanced between these various
symbols. Numerous bodiless hands reach up as if from a beyond. Their specific
agency and action are hard to define; they seem to stretch toward something
unattainable, while also evoking prayer and plea. The hands flow into the
borderline created by the open bottom hems of the black cloaks, allowing the
painting to be read in two directions: from the top down and from the bottom
up, coming together in the mysterious black cloaks that seem to hide a girl and,
possibly, more skeletons. The mounts are like veiled figures, hiding themselves
from the world and storing its horrors as if in a Pandora’s box.

A second large painting shows the same kind of rounded shapes, now rising
from the bottom of the canvas, at whose center is an oval shape in which a girl
stands on a fish, like Fortuna on the globe. The fish, a symbol of fertility, is also
a Christian symbol of God and wealth. Helbitz Cohen plays with these various
connotations, allowing each viewer to find their own truth. The girl’s white
dress blows in the wind, its hem forming the symbol of eternity that functions
asbothexit and entrance into her body, her soul, her world. Another fish appears
near her face while serpents rise from her head as if she were the Medusa from
Greek mythology. Bombs and heads drop from above. This painting has a clear
direction, but also floating shapes (the bombs and heads) and employs symbols
to enhance its ambiguity. A third large painting, Egyptian Magician, 2018
(p. 49) shows a floating black witch with golden tears streaming from her eyes
and insects holding up bombs and organs, while a skeleton reaches up from
domed shapes emerging from the bottom of the canvas. A naively painted sun
in the upper left corner illuminates the desperate scene. Does death need to be
saved? Is there a way out? Perhaps the witch knows?

The floating forms and recurring symbols allude to a kinship with paintings
by the Russian-French Jewish artist Marc Chagall, in which figures and forms

hover in pictorial space, confusing the “reading” of the painting. Helbitz Cohen

Marc Chagall, Birthday, 1915, oil on cardboard, 80.6x99.7, MOMA, New York
https://www.marcchagall.net/the-birthday.jsp#prettyPhoto
P17 171,71 IR ,80.6%99.7 VP DY [RW 1915, 1717517 017 SRIKW PIRD

uses floating in a similar way - her figures are not firmly rooted in space but are
cut loose. They lack a clearly defined context or background which lends them a
timeless quality. Their ambiguous stories are valid anywhere, anytime. In their
combination of cruelty and poetic beauty, passion and despair, Helbitz Cohen’s
figures are significantly more troubled than Chagall’s. Eros and Thanatos, love
and death unite within a single, inseparable figure. Helbitz Cohen says that:
“I want to make a small but significant change in viewers’ observations and
understandings. Get them interested, get close and turn their head around.
I want to make them doubt what they hold as true, real, acceptable. I want
my paintings to be inoperable, I want the spectator to object. I would like the
painting to generate an unpleasant but at the same time desirable thought
process that will make the viewers want to possess this distortion.”” To behold
Helbitz Cohen’s work is to behold a world rich in contradictions, strong and
subtle emotions, and intricate thoughts seen through a distorting mirror.

Beyond the horror, disgust and pain lies a world of delicate beauty.

Beatrice von Bormann is curator of modern art at the Stedelijk Museum Amsterdam

and co-editor-in-chief of the peer reviewed online magazine Stedelijk Studies
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See: Ruthi Ofek, "Working
within the Gap," this
publication, p. 39.
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Beloved
On One Hundred Portraits by Ruthi Helbitz Cohen

Tamar Hurvitz Livne

Beauty always has an element of strangeness. I do not mean a deliberate cold form of
strangeness, for in that case it would be a monstrous thing that had jumped the rails

of life. But I do mean that it always contains a certain degree of strangeness, of simple,
unintended, unconscious strangeness, and that this form of strangeness is what gives it
the right to be called beauty.

- Charles Baudelaire'

Ruthi Helbitz Cohen’s portraits merge interior and exterior. Each figure
appears flat, yet you can sense the teeming under the skin: luminous layers
that dip and drip, conveying the mood of the figure, its living body, its “skin
ego.”? The artist created 100 portraits for her exhibition at the Open Museum,
Tefen; 100 sheets of paper that bear the facial features of 100 different
people. A monumental and personal wall. At first the gender of the figures is
unclear, verging between female and male. Yet the artist maintains that all
the figures are women.? One hundred female figures that passed through the
filters of Helbitz Cohen’s private laboratory and are perpetuated via different
manipulations: attribution, fragmentation, unison.

Unlike the classical painter who paints the model from nature, forming a
relationship with the sitter based on internal and external contemplation, and
eventually producing a visual image of the sitter, Helbitz Cohen’s female figures
are family members and colleagues, and unfamiliar women, women she saw in
the street, photographed and later painted. Among the portraits are those of
famous women such as Lea Goldberg and Golda Meir and, in contrast, anonymous
women whom the artist felt compelled to depict driven by her curiosity about
them. All are assembled in her wall installation entitled Beloved. When asked
who the model of the 100 portraits is exactly, Helbitz Cohen answered, “me.”
Thus the multitude of portraits are in a sense also a self-portrait of the artist.

In earlier works, for example, her hanging installations, Helbitz Cohen
merges and intertwines both inside and out, top and bottom. Heads droop;

legs shoot high into the air. The spatial axis she creates tends to induce a

Judith 1, Beloved, 2019, mixed media on paper, 42x30
42x30 7™ 5y namyn P"13Y ,2019 ,° 027K ,1 N7 TIiTY
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The French psychoanalyst
Didier Anzieu coined

the term “skin ego” to
designate the mental
representation that the
child forms based on his/
her experience of the
surface of its body, and
uses to picture itself as the
vessel of mental contents.
According to Anzieu, the
ego encloses the psychic
apparatus much as the
skin encloses the body.
The skin ego functions
maintain thoughts,
contain ideas and effects,
provide a protective
shield, register traces of
primary communication
with the outside world,
and manage intersensory
correspondences. Didier
Anzieu, The Skin Ego,
trans. from French
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3
In conversation with the
artist, May 2019.

4
“Monstrous order,” a
construct of knowledge,
image or text that
undermines the
harmonious order
fabricated by utopia.
Dystopia presents a
distorted reflection of a
reality that has turned

its back to perfection; a
somewhat negative image.”
In David Gurevich and Dan
Arav, The Encyclopedia of
Ideas, http://haraayonot.
com/idea/dystopia/
[Hebrew].

5

The liminal state is one of
obscurity, disorientation
and lack of clear self-
definition. It is a
transitional phase between
regular boundaries of free
and open thought and
behavior and something
new.

6

It might be this language
that allows the artist to
engage in professional
collaborations, such as her
longstanding work with
the playwright and theater
director Yehoshua Sobol.

jolt, an upturning, imbalance, dizziness, distortions and fluidity. Is this
the reality of life as reflected through her internal chaos? Is this dystopia?*
Helbitz Cohen’s work undermines divisions and moves easily among binary
oppositions: fragmented and whole, vertical and horizontal, round and flat,
childhood and adulthood, femininity and masculinity, internal and external,
dark and illuminated, private and personal versus political, social and
national, protected and exposed, foreign and familiar, beautiful and ugly. In
her works Helbitz Cohen indicates a liminal space, a threshold.’

What is the secret of the power of the paintings, the collage installations of
Helbitz Cohen and her wall of one hundred? Is she seeking to offer her private
“order-mess” as a possibility for looking at the complex, fickle reality of our
life? Is there a moment in which the chaos is organized and becomes a new

order, a distinct language with its own system?

Conjoined Twins

Helbitz Cohen’s coded artistic language welds together humor, the grotesque,
hybrids, absurdity, weirdness, asymmetry, gaiety and anguish. It is a language
of conjoined twins that creates molten connotations - hardened, distorted,
severed and strange, which can often be difficult to behold.

The “feminine” color scale - pinks, reds and gold, in various degrees of
transparency, draws the eye. The choice of images, the intensification of the
small in contrast to the large, the use of simple, readily available materials - all
contrive to seduce the viewer like a rope curling around the neck and slowly
dragging the gaze to a direct encounter with the shock. The gaze turns yet
recoils immediately, now complicit in the theater of life.

Helbitz Cohen’s work process is complex: she cuts, tears, releases, runs
wild on the page, hangs, smears, transgresses, carries, maneuvers, convinces,
joins the simple paper and the parts of the images into the work. She creates
and brings forth in the factory of herself; “deals” with bodily organs of
paper; prepares spare parts tailormade according to her imagination.

Helbitz Cohen’s choices of material comply with her elusive language.
The plastic materials project self-humor. The fluid colors and the random
spreading of color reach the outlines and the dark black stains in search for
a new order. The use of domestically available materials - the remains of
coffee in cups, scented fabric softener, the family business builders’ tape -

are only part of the components in the artistic dish she concocts. She does

not differentiate between the stuff of life and the stuff of art. The simplicity,
the malfunction, the confusion, the sloppiness, the immediacy, the private,

feminine and utilitarian materials — all these become art itself.

The Ugly Is the Beautiful

Umberto Eco, in his book On Beauty (2004), discusses the relation between
the beautiful and the ugly, and claims that at times they unite to form a comic,
amusing combination of endless serenity. "There is an intimate connection
between the beautiful and the ugly, inasmuch as the self-destrucition of the
former is the basis of the possibility that the latter, in its turn, may negate
itself: for insofar as ugliness exists as the negation of Beauty, it may then

resolve its contradiction by returning to unity with Beauty.”’

Variety, claims
Eco, enhances the beauty of the universe: even things perceived as unpleasant,
including monsters, are necessary for the achievement of universal order.®
Thus, for example, Helbitz Cohen’s work Teletubbies (2001) observes this
mixture of opposites as she blends depth and sadness with lightness and humor.
While the work is largely biographical, it remains open to other interpretations.

Similarly, her large group of portraits gently undermines the distinct dichotomy
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Mixed media on canvas, 160x110 Mixed media on canvas, 160x110
2001,07IKD5D 2001, K95

160110 ;72 ¥ namyn hizkkklv] 160x110 ;12 Sy namyn pP11ov

7

Umberto Eco, On Beauty,
trans. from Italian Alistair
McEwan, London: Quercus
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Julia Kristeva, Powers
of Horror: An Essay on
Abjection, trans. from
French Leon S. Roudiez,
New York: Columbia
University Press, 1982.
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This Romanian myth
illustrates the idea that
nothing durable can be built
without the creator’s self-
sacrifice. Manole, the most
illustrious architect of his
time, was asked to build the
most beautiful monastery
in the country. During
construction, because the
walls of the monastery
would continuously
crumble, the prince
threatened to kill Manole
and his workers. In a dream
Manole was told that, for
the monastery to survive,
he had to incorporate into
its walls a beloved person.
He and his workers agreed
that the first wife to arrive
the following day with
lunch for her husband
would be built into the
walls. Despite his prayers
and a raging storm, the
first to arrive was Manole’s
pregnant wife, Ana. Manole
and the builders told her
that they wanted to play a
game that involved building
walls around her body.

She soon realized that this
was no game and implored
Manole to let her go. But

he had to keep his promise.
And that was how the
beautiful monastery was

between beautiful and ugly. What seems at first crude, bizarre or unusual is
revealed, under attentive contemplation, as a different type of beauty.

This beauty allows the natural human attraction to internal destructive
and dark places to come forth, to destroy the modernistic form and reach out
to the decadent, strange and foreign; to what Julia Kristeva called “abjection.”®
Helbitz Cohen’s 100 portraits begin with a quick drawing onto which she adds
transparent watery layers of fluids. The reflected image is washed, submerged
in pools of leftover coffee and splashes of fabric softener that seep deep into
the portrait and differentiate the artist from the model. Beauty is affected

spontaneously; boundaries and dichotomies turn fluid.

Female, Male and the Victim of Creation

According to the artist Constantin Brancusi, “Life divides into two. When
you grow up, you fall in love. This is the primal state in life, the foundation
for becoming a man or a woman. When you decide to procreate or to create
a work of art, there begins a drama of concessions. Each creation that leaves
you to become perfect demands a victim. Like in the case of Manole,'® who
sacrificed his wife to finish his creation. After that, due to the great pain he
suffered, he was given wings. He fell, yet he left for humanity both creation
and hope; the ability to fly.”"

The tragedy of the Romanian architect Manole is that of the act of creation.
Every choice and every artwork involve sacrifice. So too the story of Judith,
the heroine to whom Helbitz Cohen returns over and again in the portrait
installation. The wealthy and beautiful widow Judith seduces Holofernes,
the Assyrian general dispatched by Nebuchadnezzar who laid siege to the
town of Bethulia near Samaria. To save her people, Judith intoxicates him
with wine before decapitating him with his sword and placing his head in
her bag. The story of Judith, told in the deuterocanonical books, is one of
courage, force and feminine cunning, as well as cruelty and horror. Helbitz
Cohen dedicates her preoccupation with this heroine to her first beloved,
her mother, Yehudit, who died three years ago.

Femininity, female-male conflict, cruelty and sensitivity are at play also in
the figures of the grooms and brides in paintings by the Jewish painter Marc
Chagall. Chagall’s flying couples are led by the woman. “I have been looking
at Chagall for years,” says Helbitz Cohen. “I am fascinated by the cyclical
motion in his paintings...by the ability to fly, by the way the flying women

whirl their men.” Her own works echo the attempt to fly, positing artistic
creation against the gravity pull of life. The spinning motion of these two
forces connects danger, temptation and pain, and implies a possible fall. This
type of danger is also expressed in the works of the Italian painter Caravaggio.
His teasing eroticism and sensuality, the high drama of chiaroscuro in his
compositions are worked to shocking effect in his famous painting Doubting
Thomas (1601-1602), in which Thomas inserts his finger into Jesus’s wound -
an erotic gesture with a horrific tension between internal and external.
Helbitz Cohen also mentions the influence of other artists, including the
African American artist Kara Walker whose treatment of the dark side of
things, use of the color black as a container of full rich and ironic worlds,
consideration of identity and harm, innovative use of papercutting to form
new secret stories; the sensual staining in paintings by the South African

artist Marlene Dumas; and the sensual figures of Egon Schiele.'

Body, Place and Passion

The multicultural symbols and archetypes comprising Helbitz Cohen’s artistic
language allows her work to be read in different ways around the world. Thus
for example, the female motif of the braid and its association with female
craft and labor, temptation and beauty, makes it a common symbol in myths
on female power, such as the story of Rapunzel. Likewise the snow queen
Elsa, a popular heroine admired by young girls worldwide, who attempts to
dominate and control her legendary superpower, whose head is adorned with
along golden braid. Other universal motifs that recur in Helbitz Cohen’s work
are the Madonna Lily, a Christian symbol of virginity, which she turns into a
black lily that grows from an intimate female ground, and the eternity symbol
(the shape of a sideways figure eight), which appears on her pristine, white
dresses that recall snake sloughs.

Helbitz Cohen’s tendency to depict partial bodies — broken up, cut, often
upside down - is characteristic of the evolution of the bodily image in plastic
art and art in general in the modern age. Since the 19th century many artists
have seen in the broken body, and in their own bodies in particular, a means
for expressing social, national and existential values.'® According to the art
historian Linda Nochlin, the fragmentation of the body has become a central
metaphor of modernism. Cubism, Dada, abstract and all the early-20th century

avant-garde movements used the fragmentation of the body, time and space to

built. When the monastery
was completed, Manole
fashioned wooden wings
and tried to fly off the roof
but fell to his death.
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express the features of the modern age." The cutting, splitting, dismantling,
lack of organic continuation of a concrete body and the hybrid body in cubist
and expressionistic painting expressed a reality that was perceived as torn,
decaying, scattered, broken and repetitive.

In Beloved Helbitz Cohen presents imperfect female figures, broken,
different, alarming, dark, strange, undone, cruel, yet also sensitive and fragile.
These are women whose main trait is passion. According to Deleuze and
Guattari, passion is a boundless vertical flow. Yet even states of stagnation,
even the appearance of a limit, are nothing but the effects of flow, a different
type of movement that while it cuts the circulation of the first flow, by so
doing also gives it expression. The passion mechanism involves both kinds
of currents, the one enabling the other in a body populated by multiplicities,
which Deleuze and Guattari call “a body without organs.”'

The perception of the cutting and severing as a generating condition
of passion allows understanding the energy that flows from the portraits
comprising the One Hundred installation. As mentioned, in the installation
Helbitz Cohen combines figures of women from the modern history of Israel,
thinkers and doers, including Lea Goldberg, Hannah Szenes and Golda Meir.
Their appearance in the installation in their full power, passion, complexity
and determination does not simply serve the conventional Zionist narrative or
the discourse on their place within it. They join Helbitz Cohen’s journey and the
repeated attempts to touch the wound that passes through the generations; the
wound of death, victim, trauma, the vulnerability and the heavy price of love.
The multitude in each portrait enhances the female force it projects, a force
that seeps into the viewer. Helbitz Cohen’s paper women grow and rise - strong,
cruel, assertive, superheroines, but also fragile, sensitive and gentle.

It seems that the words of the architect Robert Venturi largely fit Helbitz
Cohen’s artistic choices in designing her figures: “I like elements which are
hybrid rather than pure, compromising rather than clean, distorted rather
than straightforward, ambiguous rather than articulated, perverse as well as
impersonal, boring as well as interesting, conventional rather than designed,
accommodating rather than excluding, redundant rather than simple, vestigial
as well as innovating, inconsistent and equivocal rather than direct and clear.
I am for messy vitality over obvious unity. I include the non sequitur and
proclaim the duality.”’® In Beloved Helbitz Cohen creates a song of praise to
the female figure. The thread tying her portraits is not will for empowerment,

but an honest yearning for intimacy and love.

Judith 2, 2019, mixed media on paper, 42x30
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Working within the Gap
Ruthi Ofek in Conversation with Ruthi Helbitz Cohen

Ruthi Ofek: I would first like to ask you about the link between abstraction
and image in your work. You say that people are your source of inspiration,
that the story behind the works is tied to certain figures. Indeed, the figures

in your works have names, yet they lack visual image.

Ruthi Helbitz Cohen: The figures are always female, that’s my point of

departure.
Ofek: Is it a feminist standpoint?

Helbitz Cohen: My starting point is personal, the discussion around it

becomes feminist.

Ofek: Does the feminist base seek to emphasize the discrimination of women?
Or are you after the empowerment of women, who carry the world on their

shoulders but are left behind, away from the fore.

Helbitz Cohen: I don’t operate from a position of victimhood but on the contrary,
from a place of sensuality, power, life! My internal deliberation moves between
two poles. The victim-like perception of abuse is one component of this polarized
discussion, which can move to the opposite pole via the language: size, color,
symbolism, that serves my ideas. I am not fond of the word “empowerment.” I
prefer “transformation”; turning the difficult experience into a sensuality that
creates (paints) strength and at times also fierceness. This movement, unlike
the freezing traumatic moment, instigates a surprising aspect every time.
Today I was looking at paintings by Marc Chagall. I have always liked
Chagall. Even as a child his paintings intrigued me in a very basic and
immediate way. What exactly goes on in them? He’s constantly whirling his
women; they’re upside down, rotating, floating, flying, they spin their man.

There’s some sort of circular motion going on.

Judith 4, 2019, mixed media on paper, 46x32
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Ofek: I don’t know if it’s conscious, but there’s a distance between you and
the figure you produce in your work. She’s not modern or local, she’s not really

here... and I'm not talking about physical proximity.

Helbitz Cohen: My work is symbolic, and symbolism creates distance. My
painting involves an accumulation of symbols: hearts, black heads, hands,
bombs, red everlasting flowers, winged creatures, tears, masks, mountains and
skeletons. In each composition the symbols and their roles assume a different
painterly form. As I work, the initial idea I began with changes. I work with
heroic female figures that I conceive as symbolic. For example, Judith, from
the external Book of Judith, is beautiful and vicious. A symbol of both beauty
and cruelty. The use of such a symbolic figure, or the mythologic Daphne in
my work, allows me to address personal issues in a broader way. My personal

story transforms and moves away from me.

Ofek: You mentioned Caravaggio as a painter you are influenced by - he is also

a painter of “horrors.”

Helbitz Cohen: Caravaggio paints extreme states with a seductive sensuality
that fascinates me. The seductiveness and sensuality of unisexual scenes is
present in many of my works, from the early monochrome works made in
red ink on unprimed canvas in one stroke, a single staining, to the black dark
female scenes in the recent large-scale canvases.

Caravaggio’s Doubting Thomas presents a bewildering interest in openings
and exists through attention to the “hole,” the wound. Jesus holds Thomas's
hand in a way that could imply that he is either putting Thomas’s finger in
the wound or removing it from it. The painted moment is one of heightened
eroticism, while also presenting an internal debate on belief and doubt, leader
and leaded. My reaction to a compelling work of art is also something that
changes over time. For example, the pool in Caravaggio’s Narcissus became
oval in my works and it appears in different forms - as an oval hole in the
canvas on which is painted “Judith” (my mother’s name); as a paper cutout
fragment stuck in an entire array of symbols in the large canvases; or as a base
for a work hanging from the ceiling and laid on the floor; and recently - as a

broken mirror in a new hanging work.

Ofek: What is your relation to painting? Some artists claim that everything in
painting has already been done and there is nothing more to be said. Others
believe that the only option left for painting is a return to its traditional
sources and techniques. But even after painting has been pronounced dead, it

continues to exist and has no substitute.

Helbitz Cohen: My interest is in painting. Painting is the basic, initial
medium, it cannot be done with and will continue to exist forever. When
working, I try not to know; I try to surprise myself. That’s exactly the
paradox: the more I work, the more I am associated with the features of my
language. The ability to surprise and renew myself is one of the things that

motivate me to work.

Ofek: How do you work? Do you have a plan for each piece?

Helbitz Cohen: There are no preparatory sketches. Sometimes the large
works become sketches for a series of small works on paper. I begin with an
idea, not a plan. I have a sight or a scene in my mind, a bit like theater. It comes

to me in the least expected moments, on long drives, for example.
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I work with a constant stock of images which I paint, cut and glue. Some
are attached to unprimed canvas, some function as cutouts arranged in
a space or on a wall, and others are painted directly onto the canvas. The
process of dismantling and composing the collages and paintings constructs
new scenes from the same image stock, to which new images are constantly
added, emerging from ideas or expansions of the topics I treat. Staining, in my
paining, is a generic element. It bears testament to a past occurrence that is

still felt in the present or is destined to happen or to change.

Ofek: Often when a viewer looks at an abstract painting, they can construe
the story for themselves. Your works have anchors. The paint drippings are
like an expression of colorful hope, of a lack of control and surprise. It seems
as if you don’t have full control over the work. Like in life, we control things

only to a certain extent.

Helbitz Cohen: That’s why I said that the work is symbolic. The symbols recur,
the element of surprise is present in the act of staining, in the exposure and

the dismantling of the scene and in its recomposing.

Ofek: Symbolism is a language. Can you create a myriad of symbols and their

interpretation in you work?

Helbitz Cohen: I am as interested in defining my painterly language as I am
in its content. I constantly expand the limits of the definition of the painting
act. My internal dialogue considers the part that becomes whole, notions such
as excess, necessary minimum, and anti-substance that becomes paint are as
challenging to me as the symbolic aspect. For example, I dilute watercolors in
a pink fabric softener, which softens the scene for me. The solution has a light
pink pigment that is transparent in partial staining. I also use the remains of
the morning coffee drank by my family. Their pigments vary - milky coffee,
black coffee.

Ofek: Your painting is often described as expressive.
Helbitz Cohen: I think my painting is conceptual-expressive. Each of my
actions participates in a conceptualizing process. It is based on a chain of

thought processes that consider the synchronization of content and form.

Maayan, 2019, mixed media on paper, 30x42
30x42 7M1 5y namyn pP"13v ,2019, 777V
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Engaging with the language of art, through reference to the history of art, is
an essential part of my work. Although while I'm working, I prefer to know

as little as possible.

Ofek: Must painting reveal to the viewer that which the artist sees, and others

do not?

Helbitz Cohen: I really don’t know what role painting has. I only know
what I want to do. I want to instigate a small, yet significant revolution in
the viewer’s contemplation and understanding. I want to intrigue viewers,
to draw them close and to turn their heads. I want to make viewers question
what they perceive as right, real and acceptable. When I paint, I think about
seduction and sensuality; I try to achieve seductive staining. The following
motion is essentially different. Its aim is to perform an experiential and
mental flip with a clear intention to create (paint) a twist in the plot. I want
men to feel a certain uneasiness before my works, and women to relate to the
sense of distortion. I aim at a double reading: to compel and intrigue through
temptation, and immediately the opposite: to induce the understanding that
something here is wrong.

I think of art as a conscious, mental, almost physical, place. There is always
a gap between the poles, a doubt that I now live with peacefully, and yet I want
to work from within in. This is not a manipulative place; I simply experience
it as such and that is the feeling I try to convey. The viewer is welcome to fall
into that hole, that gap, along with me. I believe that many people, one way or

another, experience it so, and therefore react strongly to what I do.

Ofek: Your works convey deep knowledge in the history of art along with a
unique use of unexpected materials. Clearly you don't try to appease your
viewers, but to give them a real artistic experience. The combination of all
the elements of your work becomes painting that is fascinating, unusual and

always surprising.
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VIR M MANN Sy NaMyn fP"3v ,272K 5n oxawr YOIR RN S MORAWY ) — NXP 227" AMIYN2 7aXT IR ,2017 , 37153
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Blondes, 2011, mixed media on parchment paper cutouts, 120X90
12090 ,LINAY ™1 MR Yy NaMyn P"13v ,2011 1 n5a

Page 62: King, 2014, mixed media on paper cutouts and canvas, 247x147
247147 ;121 ™1 MAnn 5y namyn pP"103v ,2014, 75}: 162Ny

Page 63: At the Stake, 2019, mixed media on paper cutouts on canvas, 242x147
242X147 ;12 5Y 1 MATN SV NAMyN 1pM3v ,2019 , 771977 5V 163 '0Y
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Untitled, 2019, mixed media on paper cutouts on canvas, 242x147
242147 ;12 Y 71 MAnn SV n2Myn 1phiow 2019, K95
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Broken Infinity, 2019, mixed media on paper cutouts on canvas, 242x147
242x147 ;12 5y 7™ mann Sy namyn P72V ,2019 , MaAW 101K

Page 68: Braids, 2019, mixed media on paper cutouts on canvas, 250x135
250135 ,72 DY 11 MAnn SV N2yn 1phow 2019 , 710y 168 'NY
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Page 70: Black Venus, 2011, mixed media on paper cutouts and builders’ tape on paper, 300x130
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Page 71: Medusa, 2019, mixed media on parchment paper, 300x70
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Lea Goldberg 1, Beloved, 2019, mixed media on paper, 42x30
42X30 ;1™ DY NAMYN 1PNV ,2019 , NN, 1 11T KD
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Lea Goldberg 2, Beloved, 2019, mixed media on paper, 42x30
42X30 ;1™ DY NAMYN 1PNV ,2019 , NN, 2 173701 KD
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Kirsten, Beloved, 2019, mixed media on paper, 42x30
42x30 7™ Yy namyn P"13Y ,2019 ,°N217IK,[VO TP

Page 77: Mirjam 1, Beloved, 2019, mixed media on paper, 42X30
42x30 7™ Sy namyn P"123Y ,2019 ,°1317K ,1 0712 :77 'Y
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Golden Head, Beloved, 2018, mixed media on paper, 42X30
42x30 1™ Yy namyn P13Y ,2018 ,°NANIN 27T WK
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She-Wolf, 2018, mixed media on paper, 42x30
42x30 1™ Sy namyn P10V ,2018 ,/TANT

Page 82: Untitled, 2018, mixed media on paper, 42x30
42X30 ;11 DY NAMYN PNV ,2018 ,17M19 K55 :82 Ny

Page 83: Black Leda, 2018, mixed media on paper, 45x32
45%32 1™ DY NaMyn P13 ,2018 TN 775 :83 "Ny
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Laura, Beloved, 2019, mixed media on paper, 50x38

50x38 ;11 DY N2MYN [pMOv ,2019 NAR ,TIKD

Page 85: Neomy 2, Beloved, 2019, mixed media on paper, 42X30
42x30 1™ Yy namyn P73V ,2019 ,"NAIX , 2 73V :85 'Y

Page 86: Levana, Beloved, 2019, mixed media on paper, 42x30
42x30 1™ 5y namyn P"10v ,2019 ,"NANIN 1125 :86 'Y

Page 87: Neomy 1, Beloved, 2018, mixed media on paper, 42x30
42x30 1™ Yy namyn P23V ,2018 ,°1317K ,1 73V :87 'Y
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Christine, Beloved, 2018, mixed media on paper, 42x30
42%30 1™ SV N2MYN pMY 2018 , AT, OO

Page 89: Eve, Beloved, 2018, mixed media on paper, 42x30
42x30 7™ Sy namyn P72V ,2018 , 7NN ,T1IX :89 'Y
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Yael, Beloved, 2018, mixed media on paper, 42x30
42x30 7™ Yy namyn p"13v ,2018, AN 5V

Pages 92-93: Untitled, 2018, ink on paper, 42X70
42X70 ™ DY 177,2018 ,17M3 K55 :93-92 'y

Page 94 (top): Black Lily, 2018, mixed media on paper, 30x42
30x42 1™ DY NAMYN 1130 ,2018 , MW [ :(19YnY) 94 'ny

Page 94 (bottom right): On the Edge 1, 2016, mixed media on paper, 42X30
42x30 7™ Yy NAMYN AP 13V ,2016 ,1 /72753 Sy (P onY) 94 'y

Page 94 (bottom left): Decapitated King, 2018, mixed media on paper, 30x42
30x42 1™ DY NAMYN 1130 ,2018 , 417y 7917 :(OXNDWNA TUNY) 94 Ny

Page 95 (top right): Black Lily, Grey Lily, 2018, mixed media on paper, 30x42
30x42 1™ SY NAMYN 1130 ,2018 , MK [ MW [ (P aoynS) 95 'y

Page 95 (top left): Vertigo, 2016, mixed media on paper, 42x30
42x30 7™ Yy NAMYN 7p*13v ,2016 ,71717770 :(GRNWn 75yn%) 95 ny

Page 95 (bottom right): Head, 2016, mixed media on paper, 42X30
42x30 7™ Yy NAMYN 7P13Y,2016 , KT (MM [VND) 95 'NY

Pages 96-97: Black Lily, (detail)
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Arab Girl 1, Beloved, 2019, mixed media on paper, 42x30
42x30 7™ Sy namyn P10V ,2019 ,°12177K ,1 /77737y 715

Page 99: Arab Girl 2, Beloved, 2019, mixed media on paper, 42x30
42x30 ™15y namyn P"12Y ,2019 ,°N3aN7IK,2 7727y 1757:99 "My

Page 100: Maayan 1, Beloved, 2019, mixed media on paper, 42x30
42x30 7™ Sy namyn 1P"123Y ,2019,°13177K ,1 [7Y77 :100 'Y

Page 101: Maayan 2, Beloved, 2019, mixed media on paper, 42X30

42x30 1™ 5y namyn P10V ,2019 ,°02171K ,2 [V :101 'Y
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Hannah Szenes, Beloved, 2019, mixed media on paper, 42X30

42x30 ;7™ YV namyn 110V ,2019 ,°N317IN , W30 1T
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Mirjam 2, Beloved, 2019, mixed media on paper, 42x30
42x30 7™ Yy namyn P"3Y ,2019 ,°01317X ,2 D717

Page 105: Efrat, Beloved, 2019, mixed media on paper, 42X30
42x30 7™ Sy namyn P72V ,2019 ,°1317K , 175K 1105 'Y
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Anonymous, Beloved, 2019, mixed media on paper, 42X30
42x30 1™ Yy namyn P13V ,2019 ,°N317TXK, 07721

Page 108 (left): Cardinal, 2018, mixed media on paper, 42x30
42x30 ;1™ YV N2Myn 1pMav ,2018, 277777 :(YXNWN) 108 'Ny

Page 108 (bottom): Hole, 2016, mixed media on paper, 42x30
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Page 109 (bottom center): Untitled, 2013, mixed media on paper, 42X30
42x30 7™ Y NAMYN AP13V ,2013,177M13 K55 :(Y¥NRA und) 109 'y
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Avyala, Beloved, 2019, mixed media on paper, 42x30
42x30 7™ Yy namyn pP13v ,2019, MAIN,TIN

Page 111: Golda Meir, Beloved, 2019, mixed media on paper, 42x30
42x30 1™ 5y namyn pP"3v ,2019, NN ,TTON 111 Y

Pages 112-113: Curtain of Tears, 2015, installation view, Herzliya Museum of Contemporary Art
nMWaY NNk moyan TIRMN ,72AXT KN ,2015 ,MY23°77 7017 :113-112 "Dy

Pages 114-115: Daphne, 2015, installation view, Curtain of Tears, Herzliya Museum of Contemporary Art
nMWay MInkS moyan TIXMN,"MynTiT qon" 219yN1 72X XN ,2015 ,/7157:115-114 "1y

Pages 116-117: On the Edge, 2011, installation view, Nachum Gutman Museum, Tel Aviv
273K 5N ,1P01 DIM PIRTIN AT 1IXN L2011, "% Dy i117-116 "0y

Pages 118-119: Ding-Dong, 2011, mixed media on paper, 150-180x30 each
X"3 150-180x30 ;1™ Y Namyn P12V ,2011,4717 1177 :119-118 'Y
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Dove, 2009, mixed media on parchment paper cutouts on paper, 200x100
200x100 1™ 5y vIAXID 1 NN Sy namyn pP"13v ,2009 ,/7117

Page 122: Untitled, 1998, ink on canvas, 160X110
160x110 ;12 %Y 177,1998 ,17113 K55 :122 'y

Page 123: Untitled, 1998, ink on canvas, 160x110
160X110 ;12 9V 171,1998 ,171M3 K55 :123 'y

Pages 124-125: Untitled, 1998, ink and supercryl on canvas, 110x160
110x160 ;12 DY 571pD101 177,1998 , 17113 K95 :125-124 'y

Pages 126-127: Hands, 2011, mixed media on parchment paper, 100x300
100X300 ,V111D 71 5y Namyn pP"0L ,2011,0777:127-126 'nY
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6
Lurker, p. 855.
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Barbara Pasquinelli, Gebaar
en expressive, Gent:
Ludion, 2007, pp. 40-43.
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A9 DWXIAT IR QIR DN 0I5 D3 103 N Mnw Sw Snod ames T 3
MAapya 1x¥nw [Lassnig] A10% 7M1 NMUOIRT NIRRT YW MMay mnd 0o
012 NX A7¥5 73WnmM KW Tpw 109 TN an 1RT wnd (196472 IR Mn
TMIWINN DR TN, AT MNRK S Ao abw mmnT 1xb onyb anx
TMIPE IR 539 1 TN M AN 194872 123 INTIAY 13712 M
LINW 7772 70 0K L0130 Sw rmimoana 77 09ya R X0 oA s 103 yadn abw
0% 5y 21K Rw — Moy 5130 quinw mnwa myS s nwam anmay
TIRYING QU Sw yvpH amm — "3 N, DWRTAIR DY M amx Sanw
DOy N1N2ANT 37791 ,2AK1 TRIRILVN

m5ax 07/ PYa i, Nk Mn mapya 0% Sw nimTpng 0rva Tnxa
D0™M1¥2) INYWHHRN DITMY DTN YPIa NN OXT 0D 1K1 ,[20 'My] 196470
W M maow o s para Sy naw nan (Pinvp? s 0 aox 0MnR
T2 TNPIR W LY 7T DN TNARa PR Sw vy mMmpn nnx ;oM o0
nPwI N1MRT e Sw mnona 1,005 Swr amay 1 nay e, maw e A
D™MHIH MYYNKA WYT NP0 DR 01T NMNANA 1M, 191N DMmIYE 0 oy
AARA Y NPT TART YA MynT

W onina 0w 0 1% 0YIK,MInKa YW rmvoita 09apn Yax ixn
q¥IW IPO'YIND WITRT YW NNt navo Hw D0NHNT MR 1Y ,013510 1K DWNTp
YK DRWI DWwnwn 0Ny (1309 MA2a0a) AR1THA 11X NYHpa [Giotto] 11"
YW MAWIN IR MR MNP 07T, 0PV DD — N1 Yy Sw myan npn®
TV TN Pracn W anmay s nioin n1TatupRI NP8 SWTTan WK
12w ,NL5Ww M1P2°05:1 XD 091X 3 D3 Mwan niaS mmmays nnnw WK
JnwH XOR 1M XY NaY nudwa nirkw n1ima Sm nTmnnmn nmnTa

N2 KW D3, 22109 DYR QU mynn 1715 DA nonnn 100 yan Sw anmay
nmen mnT .[20 Y] (1964) 72 Oy 2712 X oY Swoamaya Swnd b
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4
Manfred Lurker,
Wérterbuch der Symbolik,
Stuttgart: Alfred Kroner
Verlag, 1991, pp. 435-436.
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Georges Bataille, L'Histoire
de I'érotisme, Paris:
Gallimard, 1976.
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,MNKT DY MW N0 113
2019 NanvHo-5MBX
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Beatrice von Bormann,
"Ruthi Helbitz Cohen’s
(Female) Transformations,"
in: Ruthi Helbitz Cohen,
Curtain of Tears (exh.

cat.), Herzliya Museum of
Contemporary Art, 2015,
pD. 47-48.
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