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˙ÂÓÏÚ‰ ˙È·  Ô‰Î ıÈ·Ï‰ È˙Â¯

ÛÈÈ¯‚ ‰Ù„ ∫‰˜Ù‰Â ·ÂˆÈÚ

ÛÂÈ„Â‰È ‰¯Â‡ ∫ËÒ˜Ë ‰ÎÈ¯Ú

ÔÈ˜Ï‰ ‰ÈÏË ∫˙ÈÏ‚‡ ‰Ò¯‚

ÈÁ Ì‰¯·‡Â ¯Â‡È˘ ‰ÓÏÚ ∫ÌÂÏÈˆ

Ó¢Ú· ÈÙÏÁ Æ˘ÆÁ ∫‰ÒÙ„‰Â ˙ÂÁÂÏ

∫˙ÎÈÓ˙· ‰¯˘Ù‡˙‰ ‚ÂÏË˜‰ ˙˜Ù‰

·È·‡ Ï˙ ¨ÆÓ ÈÏÂß‚ ‰È¯Ï‚

ÔÂÚ·Ë ¨ÌÈ¯Â‡ ÍÂÈÁÏ ˙ÈÓ„˜‡‰ ‰ÏÏÎÓ‰

Ì˘ ÌÂÏÈÚ· ˙ÂÓÂ¯˙

·ÁÂ¯ x ‰·Â‚ ¨Ó¢Ò· ˙Â„ÈÓ‰ ÏÎ

Ô‰Î ıÈ·Ï‰ È˙Â¯ ¨≤∞∞π  ©



˙ÂÓÏÚ‰ ˙È·  Ô‰Î ıÈ·Ï‰ È˙Â¯
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˙ÂÓÏÚÈ‰ Ø ˙ÂÓÏÚ

*Ô‰Î ıÈ·Ï‰ È˙Â¯ Ï˘ ‰È˙Â„Â·Ú ÏÚ

ÛÂ‡ÏÈÈË˘ ‰„¯Â

 ∫‰ÏÂÙÎ ˙ÂÁÎÂ· ˙ÂÈÈÙ‡˙Ó Ô‰Â  ˙ÂÈ„ÓÓ–˙Ï˙  ˙Â„Â·ÚÏ ¯ÂÈˆÓ ˙ÂÂ¯Á‡‰ ÌÈ˘· ÂÁ˙Ù˙‰ Ô‰Î ıÈ·Ï‰ È˙Â¯  Ï˘  ˙Â„Â·Ú‰

 ˙ÂÂÁÓ·Â Ú·ˆ ˙ÂÏÈÊ· ˙ÂÈÈÙ‡˙Ó Ô‰ ¯Á‡ „ˆÓÂ ¨Ô‰· ËÏÂ˘‰ Ì„Ó„‡–„Â¯ÂÂ‰ Ú·ˆ· ˙ÂÈÈ˙ÙÂ ˙Â˜È˙Ó ˙Â¯„˘Ó Ô‰ „Á‡ „ˆÓ

 ˙ÂÓ‡ ˙Â„Â·Ú· ˘„ÁÓ Â¯„‚Â‰Â Â„·ÂÚ˘  ¨˙ÂÂ˘  ˙Â˜ÈË˙Ò‡ Ï˘  ÌÈÙÂ¯Èˆ Æ‰˜ÂˆÓÂ ‰ÓÈ‡ Ï˘  ˙Â˘ÂÁ˙  ˙Â¯„˘Ó‰ ˙Â·Á¯ „È

 ÆÈËÒÈ¯„ÂÓ–ËÒÂÙ‰Â ÈËÒÈ¯„ÂÓ‰ ÔÂÈ„‰ ÂÏÚ‰˘ ‰Ï‡Ó ÌÈ¯Á‡ ÌÈ‚˘ÂÓ· ˙ÂÓ‡‰ ˙¯ÈˆÈ Ï˘ ‰˘„Á ˙¯Â˜È·Ï ÌÈ‡¯Â˜ ¨˙ÈÂÂ˘ÎÚ

Æ˙ÂÂ˘ ˙Â¯Âˆ· ÂÊ ‰Ó˙ ÌÚ ˙ËË¯ÏÙÓ ¨‰¯Â„ È· ÌÈ¯Á‡ ÌÈÓ‡ ÂÓÎ ¨Ô‰Î ıÈ·Ï‰Â ¨˙ÂÈ„È¯·È‰ ‡Â‰ ‰Ï‡‰ ÌÈ‚˘ÂÓ‰Ó „Á‡

 ÌÈÙÈÏÁ˙ ¯˘‡Î ¨˙ÈËÒÏÙ‰ ˙ÂÓ‡· ˙ÂÈ¯Â‚Ë˜ Ï˘ ˘„ÁÓ ‰˜ÂÏÁ‰ ˙‡Â “˙Â¯Â‰Ë” ˙Â¯Âˆ Ï˘ Ô¯„Ú‰ ˙‡ ˙‡Ë·Ó ˙ÂÈ„È¯·È‰‰

 Ì‚  ˙ÏÚÂÙ  ˙ÂÈ„È¯·È‰‰  Æ˙ÂÓ‡‰  ‰˘ÚÓ  Ï˘  ˙ÂÈÚÂˆÈ·‰Â  ˙ÂÈÏ‡ÂËÙˆÂ˜‰  ˙Â˜ÈË˜¯Ù·  ÌÓÂ˜Ó  ˙‡  ÌÈ‡ˆÂÓ  ˙ÂÈˆËÂÓÂ

 ˙ÂÈÂ˘È‚¯ ÍÂ˙  Ï‡ ÌÈ‚ÊÓÂ  ÌÈÓÚÓÚ˙Ó ˙Â˘È  ˙ÂÈ˙Â·¯˙  ˙ÂÓ¯Â  Ï˘  ÏÂ·‚ ÈÂÂ˜ ‰·˘  ¨˙ÈÂÂ˘ÎÚ‰ ˙Â·¯˙‰ Ï˘  ‰¯ÂÙËÓÎ

 ¨˙Â·¯˙‰  ÌÚ  ‚ÊÓ˙Ó  Ú·Ë‰  Ô‰·˘  ˙ÂÁ·ÂÓ  ‡Ï  ˙ÂÈ¯Â‚Ë˜  ‰ÏÚÓ  ˙È„È¯·È‰‰  ‰˜ÈË˙Ò‡‰  Æ˙Â˘„Á  ˙ÂÈÏ˜È„¯ØÌÈÈ‡ÏÎ–˙Â·

 ÌÈ·¯˙Ó‰ ÌÈÎÈÏ‰˙ ¯ˆÈÈÏ ˙È˙Á„˜ ‰ÈÈË· ‰Ê „ˆÏ ‰Ê ÌÈÏÚÂÙ È˘ÂÁ‰Â È¯ÒÂÓ ‡Ï‰ ¨¯˜ÙÂÓ‰ ¨È‡¯Ù‰ ÂÓÎ ÌÈÂ˘ ÌÈËÓÏ‡Â

  ÆÈÂÙˆ È˙Ï·Â È‡ÓˆÚ ÔÙÂ‡·

 ·ÂÎÂ¯Â· ‰È¯Ï‚· ‰ÎÂ¯Ú˙· ¨±ππ¥–· ÆÌÈ˘‰ ÍÏ‰Ó· ‰ÊÂÙ¯ÂÓËÓ Â¯·Ú ¨Ô‰Î ıÈ·Ï‰ Ï˘ ‰È˙Â„Â·Ú· ÌÈÈËÈÓÂ„‰ ¨ÛÂ‚‰ ÈÈÂÓÈ„

 ‰È¯Ï‚· ≤∞∞≥–· “‚¯ÓÂ·” ‰ÎÂ¯Ú˙· Æ‰ÏÒ‡ ÏÚ Â‡ ¯ÂÈÎ ÏÚ ˙Â·Â˘È Ô‰˘Î ¨È˘ ÁÂÙÈË· ˙Â˜ÒÂÚ‰ ÌÈ˘ ˙ÂÈÂÓ„ ‰‚Èˆ‰ ¨·È·‡ Ï˙·

 ÌÈ·Ï ÌÈÈÂ˘Ú‰ ‰·¯Á‰ ¯ÈÚ‰ ˙Â¯È˜” ∫ÍÎ Ì˙Â‡ ¯‡È˙ ÏÂ·ÂÒ Ú˘Â‰È ÆÌÈ·Ï ˙ÂÓÂÁ ÌÈÙ˜ÂÓ ÌÈ˙ÚÂ·Ó ÌÈ˘‡¯ ‰‚Èˆ‰ ¯˙Ò‡ ÏË

 ‰Ê‰ ÌÓ„Ó‰ ¯È˜‰˘  ÌÈÈÈÚ–ÈÚˆÙ È¯ÂÚÙÂ ¯ÂÚ‰ ÈÙÂÏ˜ ÌÈËÈÂÒÓ‰ ÌÈÙ‰ ˛ÆÆÆ¸  ¨ÌÈ·Ï‰ ÈÎ·„  ˙‡ ¯·ÁÓ˘  Ì„‰ ˛ÆÆÆ¸  ¨¯˘· Ï˘

 ‰ÈÏÚ˘ Ì„‰Â ¯˘·‰ È·‡ ˙ÓÂÁ· ÂÁËÂ‰˘ ˙Â˜ÂÈ˙ È„‚· Ï˘ ÌÈÒ·Î ˙ÂÓ„· ¨È˙Â¯ Ï˘ ÌÈ¯ÂÈˆ· ‰Ù Ì‰ ‰‰Â ˛ÆÆÆ¸ Ì˙Â‡ ÏÚÂ¯

±Æ“Ì‡Ê‡˜Ï‡Â ‡¯·„Î–‡¯·‡ ÂÓÎ ˙ÂÈ˙Â„ÏÈ ˙ÂÚ·˘‰ Ì„ Ï˘ ˙ÂÈ˙Â‡· ˙ÂÒÒÂ˙Ó

 ˙Â„Â·Ú Æ®≤∞∞≥© ÔÈÈË˘È·Â¯ ‰Ï‰ Ô˙È·· “ÔÂ˘‡¯ Ô˜ÂÈ„” ‰ÎÂ¯Ú˙· Ì‚ Ô‰Î ıÈ·Ï‰ ‰‚Èˆ‰ ¯È˜‰ ÏÚ ˙Â·Â˙ÎÂ ˙Â˜ÂÈ˙ Ï˘ ÌÈÒ·Î

 Â˙¯Â˜È·· ¨¯Â  ̂ÈÊÂÚ Æ‰‡ÁÓ ÈÈÂËÈ··Â ‰ÚÂ˙· ¨˙ÂÂÈÚ· ÈÈˆÂ È·ÈËÏÂÙÈÓ ˘ÂÓÈ  ̆˙Â˘ÂÚ ¨˙ÈË¯Ù ‰˜ÚˆÂ ‰ÂÏ  ̇¨·‡Î ˙ÂÈÂÂ¯‰ ¨‰Ï‡

 ˛ÆÆÆ¸ ˙È˘‚¯ ˙Â¯˘· Ï‡ ÂËÒÂ‰˘ ÙÂÙ‰ È„È¯˘ Ì˘È ‰È¯ÂÈˆ·” ∫·˙Î ¨≤∞∞±–· ¯˙Ò‡ ÏË ‰È¯Ï‚· Ô‰Î ıÈ·Ï‰ Ï˘ ‰ÎÂ¯Ú˙‰ ÏÚ

 Â· ‰ÏÈË‰Â Â· ‰Ú‚Ù ÔÎ ÈÙÏ Í‡ ¨‰ÈÙ ÏÚ ˘¯˜ ‡Ï‡ ‚ÙÒ ÂÈ‡˘ ÏÈÏ„ ‰ÂÂ˙Ó ˛ÆÆÆ¸ ‰·Ú‰Â ‰ÓÂË‡‰ „ÂÒÈ‰ ˙·Î˘ Ï˘ ˙ÂÈ¯ÓÂÁ

  Æ˙ÂËÈÂÒÓ ˙Â¯Â‚ÈÙÏ Ô˙Â‡ ‰ÎÙ‰Â ˙Â˜˙˜˙Ó‰ ÊÈ·ËÏË‰ ˙ÂÈÂÓ„· ÍÙ‰Ó ˘ÂÓÈ˘ Ô‰Î ıÈ·Ï‰ ‰˙˘Ú ÂÊ ‰ÎÂ¯Ú˙· ≤Æ“ÈÙÂ„

 „Ú Ì˙Â‡ ˙ÚˆÂÙÂ ‰Ï˘ ÌÈÈÂÓÈ„· ÈÙÂ„ ‰ÏÈËÓ ‡È‰ ÆËÚÂ·Â Ï˜ÏÂ˜Ó ÈÙÂÈ Ï˘ ÌÈÁÂÓ· ‰Ï˘ ¯ÂÈˆ‰ ˙‡ ˙ÁÒÓ Ô‰Î ıÈ·Ï‰ È˙Â¯

 ÈÓ˙Î ¨ÛÂ˜˘‰Â ÈÂÓ˘‰ ¯ÈÈ‰ ÈÙ ÏÚ ÁÂ¯Ó‰ Ú·ˆ‰ ˙ÂÏÈÊ Ï˘ ÍÂÏÎÏ‰ ˙ÂÚˆÓ‡· ÆÈËÂÏÂÒ·‡ ÈÙÂÈ· ˙ÈÈÂÚÓ ‰È‡ ‡È‰ ÆÌ„ ·ÂÊ

 ÌÈ¯ÂÈˆ· ˘È”  ÆÔÈÚ‰ ˙‡ ÌÈ˜˙¯Ó ÈÂ˘‰Â ¯ÂÚÈÎ‰ ‡˜ÂÂ„ ‰·˘  ˙Î¯ÚÓ ‰Â· ‡È‰ ¨‰ÒÈ·Î ÍÎ¯Ó·Â ËÓ‚ÈÙ· ÌÈ·¯ÂÚÓ‰ Ú·ˆ‰

 ‡„‡„ Â˜È  ÔÂ‡ÈÊÂÓ· Â‚ˆÂ‰˘  ‰È˙Â„Â·Ú ˙‡ ÆÔ‰Î ıÈ·Ï‰ ˙¯ÓÂ‡ ¨“ÂÏ˘  ‰¯ÊÁ‰Â ÈÂÓÈ„‰ Ï˘  ‰˜ÈÁÓ ˛ÆÆÆ¸  ˙ÂÓÏÚÈ‰ Ï˘  ˜Á˘Ó

 ≤∞∞π ¨È‡Ó≠ı¯Ó ¨˙ÂÓ‡Ï ·È·‡ Ï˙ ÔÂ‡ÈÊÂÓ ¨ÂÓÊ ˙· ˙ÂÓ‡Ï ÔÈÈË˘È·Â¯ ‰Ï‰ Ô˙È·· ‰‚ˆÂ‰ ¢˙ÂÓÏÚ‰ ˙È·¢ ‰¯„Ò‰  ™

 Æ≥± ßÓÚ ¨≤∞∞¥ ¨∂ ÈÂË Â˜ ¨¢ÌÈÙˆÂÁÓÈÙ¢ ¨ÏÂ·ÂÒ Ú˘Â‰È  ±

Æ≤±Æ±≤Æ≤∞∞± ¨ı¯‡‰ ¨¢˙Â¯ÙÒÂ ˙Â·¯˙¢ ¨¯Âˆ ÈÊÂÚ   ≤
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 ÌÂÏÁÏ ËÂÈÒ ÔÈ· ‰ÚÂ˙Î ˙¯‡˙Ó ‡È‰ “ÌÈ˜Â˙Ó ˙ÂÓÂÏÁ” ‰ÎÂ¯Ú˙· ±ππ∏–·

–ÂÏÈ‡Î‰  ÌÂÏÁ‰Â  ‰ÈÏ˘‡‰  ˙‡  ¨ÌÈ¯·„‰  Ï˘  ˙ÂÚÓ˘Ó–Â„‰  ˙‡  ˙Ù˘ÂÁ‰

 Æ¯·„ Â˙Â‡ Ï˘ ÌÈÂ˘‰ ÌÈ„„ˆ‰ ˙‡ ¨˜Â˙Ó

 ˙ÚÙ˘‰ ˙¯ÎÈ ≤∞∞≥–· ·È·‡ Ï˙· ÆÓ ÈÏÂ‘‚ ‰È¯Ï‚· ‰ÎÂ¯Ú˙· Â‚ˆÂ‰  ̆‰È¯ÂÈˆ·

 ˙ÂÈ·ÈË¯Â‚ÈÙ ÔÈÓ“Î Ô˙Â‡ ¯‡È˙ ¯Âˆ ÈÊÂÚ Æ‰ˆÁÓÏ–Ë˘ÙÂÓ‰ È‡˜È¯Ó‡‰ ¯ÂÈˆ‰

 ˙¯ÈÂˆÓ  ˙ÂÒÈÁÙ  È„Î  „Ú  Â‰˘Ó  ‰ÎÂÚÓ‰  ˙ÂÓ„‰  ˛ÆÆÆ¸  ÒÂ‡Ó  È˜ÈÓ  Ï˘  ‰Î¯

 ÆÌÈÏÂÏÁ  ˙Â¯Â·  ˙‡ÏÓÂ  ˙ËÈÂÒÓ  ˙Â„ÏÈÈ˙‰·  ‰˜ÂÒÚ  ˙ÈÙÂÙ  ‰„ÈÏ‚  ÈÚ·ˆ·

 Ì„Î ‰·Ú ÏÂÁÎÓ ˙ÁÈ˘Ó ‰ÁÂ¯Ó ÂÈÙ ÏÚÂ „Â¯Â È¯ÊÈÈÁ ¯Â„ÎÎ ‰‡¯ ˘‡¯‰

 ÔÈÚ  ¨ÙÂ¯ÈÒÎ  ˙Â„Â¯Â  ˙ÂÙÈË  ˙ÂÙËÙËÓ  ÌÈÙ‰  ¯˘·  ÏÚÂ  ˜ÒÂ¯Ó  ÂÙ‡  ¨˘·È

 ˙˙Ú·  ‰ÙÂˆ  ÔÈÚ‰Â  ˙Â˘Á¯˙‰  Ï˘  ÌÈÓÂ¯˜  ÍÂ˙Ó  ˙ÚÙÚÙÓ  ÔÂ˘È‡  ˙¯ÂÁ˘

≥Æ“‰ÏÈ·ÒÂ

 Ì˙Â‡ ‰„ÈÓˆÓÂ ËÓ‚¯Ù ˙Â¯ÈÈ ˙ÁËÂ˘ ‡È‰ Æ‰Ùˆ¯‰ ÏÚ ˙¯ÈÈˆÓ Ô‰Î ıÈ·Ï‰

 ¨˙Â¯È‰Ó· ‰ÏÎ˙ÓÂ ÛÂ˜˘ ‡Â‰˘ ¨ËÓ‚¯Ù ¯ÈÈ· ˘ÂÓÈ˘‰ Æ˜·„ ¯ÈÈ· ‰ÊÏ ‰Ê

 ‰Ï ¯˘Ù‡Ó ¨˜·„ ¯ÈÈÂ  ‰ÒÈ·Î ÍÎ¯Ó ÂÓÎ ÌÈÙÒÂ  ÌÈÈ˙¯ÂÒÓ ‡Ï ÌÈ¯ÓÂÁ·Â

 ˘È Æ‰ÈÈÚËÂ ˙ÂÒ˙‰ Ï˘ ÍÈÏ‰˙ È„Î ÍÂ˙ ÂÓˆÚ ¯ÂÈˆ‰ ‰˘ÚÓ ˙˜È„·· ˜ÂÒÚÏ

 ˙Â˜ÈÎË  È·‚Ï  ÌÈ˘‰  ÍÏ‰Ó·  ÂÚ·˜˙‰˘  ˙ÂÓÂÈÒ˜‡·  ˜ÙÒ  ˙ÏË‰  Ì‚  ÍÎ·

  ÆÌÈÏ·Â˜Ó‰ ¯ÂÈˆ‰ È¯ÓÂÁÂ ˙ÂÈ˙¯ÂÒÓ‰ ¯ÂÈˆ‰

 ÌÚÙ  Æ‰ÎÂ¯Ú˙Ï  ‰ÎÂ¯Ú˙Ó  Ô‰Î  ıÈ·Ï‰  ˙‡  ‰ÂÂÏÓ  ‰„ÏÈ–‰·Â·  Ï˘  ÈÂÓÈ„‰

 ‰„ÏÈ  Ï˘Î  ˙Â„Â¯Â  ‰ÈÈÁÏÂ  ˙¯‚·˙Ó  ‰ÓÈÓ˙  ‰¯Ú  Ï˘Î  ˙Â¯ÂÚÙ  ‰ÈÈÚ

 ¯·ÚÏ  ‰ÈÙÓ  ÏÒÏ˙ÒÓ  ¯Â·Ë‰  Ï·Á  ÌÚÙÂ  ¨®≤∞∞∏  ¨˙Â··Ï‰  ˙ÎÈÒ  ‰„Â·Ú·©

 ®≤∞∞∏  ¨·Ï‰ ˙‡ ˙ÏÎÂ‡©  ˙¯Á‡ ‰„Â·Ú· Æ®≤∞∞∏  ¨‰Ë˜˘ ‰„ÈÏ©  ˘È‡·Ó ¯·ÂÚ

 ÌÈ¯ÂÁ˘  ıÙ  ÈÂÓÈ¯  È˘·  ˙ÊÁÂ‡  ‰„ÏÈ‰  Æ‰ÈÙÓ  ÈÂÏ˙  ¯˜Ú˘  ·Ï‰  ‰‡¯

  ÆÌÈÁÈÂÙÓ ÌÈˆÚ ÈÓ„‚ ‰ÈÏ‚¯ÏÂ ¨ÌÈÈ„˘ ÌÂ˜Ó·

 ®≤∞∞π©  ÔÈÈË˘È·Â¯  ‰Ï‰  Ô˙È··  “ÌÈ‡ÏÙÂÓ  ˙ÂÓÏÂÚ  ∫˙ÂÈÓ‡  μ”  ‰ÎÂ¯Ú˙·

 ˙ÂÈ˘‰ ˙ÂÈÂÓ„‰ Æ˙·¯ÂÚÓ ‰˜ÈÎË· ≤∞∞∏–Ó ˙Â„Â·Ú ˙¯„Ò Ô‰Î ıÈ·Ï‰ ‰‚ÈˆÓ

 ‰ËÙÈ‡‰ ˙ÂÓ„ ÌÚ ˜‰·ÂÓ· ˙Â·˙Î˙Ó ¨˙ÈÓ‡‰ ÔÂ˘Ï· “˙ÂÓÏÚ” ¨‰¯„Ò·

 ˘È  Æ®±∂μ∂©  Ò‡ÈÓ  Ò‡Ï  ‰¯ÈˆÈ·  ˛Velázquez¸  Ê˜Ò‡ÏÂ  È„¯ÙÒ‰  ÔÓ‡‰  Ï˘

 ¨‰ËÙÈ‡‰  Ï˘  ‰˜ÂÈ„Ï  ˙ÈÓ‡‰  Ï˘  ˙È˘È‡  ˙Â˘¯Ù  ÌÂ˘Ó  ÂÊ  ‰ÂÂÁÓ·

¨„· ÏÚ ˙·¯ÂÚÓ ‰˜ÈÎË ¨≤∞∞∞ ¨˙¯˙ÂÎ ‡ÏÏ
 ±±∞ x ±∂∞

Untitled, 2000, mixed media 
on canvas, 160 x 110

„· ÏÚ ˙·¯ÂÚÓ ‰˜ÈÎË ¨≤∞∞¥ ¨˙¯˙ÂÎ ‡ÏÏ
 ±¥∞ x ±¥∞

Untitled, 2004, mixed media on canvas, 
140 x 140 Æ≤∏Æ≥Æ≤∞∞≥ ¨ı¯‡‰ ¨¢˙Â¯ÙÒÂ ˙Â·¯˙¢ ¨¯Âˆ ÈÊÂÚ   ≥
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 Ô‰Î ıÈ·Ï‰ Æ‰˙„Â·Ú· ÈÊÎ¯Ó‰ “‰·Â·‰Ø‰„ÏÈ‰” ‡˘ÂÏ ˙¯˘˜˙Ó ‡È‰Â

 ‰¯ÒÁ‰  “‰ÓÏÚ“‰  È‰ÂÊ  Æ‰Ï˘  ‰ÓÏÂÚ  ÍÂ˙Ï  ‰ËÙÈ‡‰  ˙‡  ‰„ÈÚˆÓ

 ı¯‡“Ó È˙Â¯Â„  Â‡  ¨“˙Â‡ÏÙ‰ ı¯‡· ‰ÒÈÏÚ”  ¨‰È˙Â„Â·Ú·˘  ÏÙ‡‰ ¯ÚÈ·

 ˙ÂÚˆÓ‡·©  ¯ÂÈˆ·  ÌÈÙÂ  ıÂÁ  Ï˘  ÌÈËÓÏ‡·  Ô„  Ê˜Ò‡ÏÂÂ˘  ÂÓÎÂ  Æ“ıÂÚ

 ÊÎ¯Ó· ˙‡ˆÓ ‰ËÙÈ‡‰ ¯˘‡Î È˙ÂÎÏÓ‰ ‚ÂÊ‰ Û˜˙˘Ó ‰·˘ ‰‡¯Ó‰

 Ï˘ ˙Â·Î˘Ó “‰ÓÏÚ“‰ ˙ÏÓ˘ ˙‡ “‰Â·” Ô‰Î ıÈ·Ï‰ ÍÎ ¨®‰ÈˆÈÊÂÙÓÂ˜‰

 ‰Ê “ÌÈÒÒÂÓ˙Ó” Ì‰ ‰˘ÚÓÏÂ ¨ıÂÁ‰ Ï‡ Ô¯˜ÂÓ ÌÈÙ‰˘Î ¨ËÓ‚¯Ù ¯ÈÈ

 Æ‰Ê ÍÂ˙Ï

 ¨“È˙ÈÎÂÎÊ” ¨ÏÂÏÁ ÛÂ‚ Â‰Ê Æ‰Ï‡ ˙Â„Â·Ú· ÈÊÎ¯Ó ‡˘Â ‡Â‰ È˘Â‡‰ ÛÂ‚‰

 ˙Â‡ˆÓ ˙ÂÈÂÓ„‰ ÆÂÓˆÚ ÂÏ˘ Ì„‰ ÈÚˆÙ ÍÂ˙· Ï·ÂËÂ Â˙ÂÈÊÈÙÓ Ë˘ÙÂÓ‰

 ˙Â¯ÙÒÓ Ô‰ ÆÔÂ·˜È¯ Ï˘ ·ˆÓ· Û‡ Ô˜ÏÁÂ ¨˙ÂÈÏÂ·‚ Ï˘ ¨˜Â¯ÈÙ Ï˘ ·ˆÓ·

 Ë˜ÈÈ·ÂÒ‰  Ï˘  ÌÈÈÁÏ  ÔÂˆ¯‰  ÔÈ·˘  ÏÂ·‚‰  ÏÚ  ‰ÎÈÏ‰  Ï˘  ÔÎÂÒÓ  ¯ÂÙÈÒ

 ¨ÈÂÓÈ„‰ ˙‡ “Û˜Â˙” ¯ÂÈˆ‰ Æ˙È¯ÂÈˆ‰ ‰Ù˘‰ Ï˘ ˙ÏÎ‡Ó‰ ‰ˆÓÂÁ‰ ÔÈ·Ï

 ÍÂ˙Ï  ¯ÙÂÁ  ‡Â‰  ÆÂÈÙ  ˙˙Á˘‰  ÏÚ  “˙ÂÈÏÎ  ¯ÒÂÓ”  Â‡  “‰Ë¯Á”  ÂÏ  ÔÈ‡

 ÛÂ˘ÁÏÂ  ÌÈ˘„Á  ÌÈÚˆÙ  Â·  ËÂ¯ÁÏ  Ú·ˆ·  ˘Ó˙˘Ó  ¨ÈÂÓÈ„‰  Ï˘  ¯˘·‰

  ÆÂÓÂ¯ÈÚ ˙‡

 ¨˛Duchamp¸  Ô‡˘Â„ ÏÒ¯Ó Ï˘ Â˙¯ÈˆÈ ÌÚ ‰‡ÂÂ˘‰ ˙¯¯ÂÚÓ ¨“‰ÏÎ‰” Ï˘ ‰·ˆÓÏ ÌÈÏÂ˙·‰ ·ˆÓÓ ¨‰¯„Ò‰ ˙ËË¯˘Ó˘ Í¯„‰

 Â˙¯ÈˆÈ· ÂÓÎ ‡Ï˘ ÆÔÎÂ˙·Â ‰¯Âˆ· ¨‰¯ÈˆÈ‰ ˙¯˙ÂÎ· ≠ ®±π≤≥≠±π±μ© ®‰ÏÂ„‚‰ ˙ÈÎÂÎÊ‰© ÂÏÈÙ‡ ¨‰È˜ÂÂ¯ È„È ÏÚ ˙Ë˘ÙÂÓ ‰ÏÎ‰

 ¨‰¯Ú˘· ÌÈ¯Â˘  ̃ÌÈÏÂÁÎ ÌÈË¯Ò  ̆¨Ô‰Î ıÈ·Ï‰ Ï  ̆‰ÏÎØ‰Ë˜‰ ‰‡Â¯‰ ¨˙ÈËËÒÂ ‰Ë˜  ̆“‰ÂÎÓ” ‡È‰ “‰ÏÎ“‰ ‰·  ̆¨Ô‡˘Â„ Ï˘

 ˙‡ ˙Â˜ÈÊÁÓ˘ ˙ÂÈ¯È·ÏÂ ‰ÊÁÏ ÌÈ¯Â˘˜‰ ÌÈÂÓÚÙ ∫‰˙ÂÁÎÂ ÏÚ ÌÈÊÈ¯ÎÓ ‰ÙÂ‚Ï ÌÈ¯Â˘˜‰ ÌÈÈÏÂ˜ ÌÈ¯ÊÈ·‡ ÆÏÏÎ ‰Ë˜˘ ‰È‡

 ‰ÏÎ‰Ø‰Ë˜‰ ‰‡Â¯‰ ∫‰ÏÂÙÎ ˙ÂÚÓ˘Ó ‰„Â·Ú‰ ˙¯˙ÂÎÏ Æ‰˙ÙÓ ‰˙ÂÊÁ ≠ ‰ÈÈÚ· ÌÈÓ˙‰ Ë·Ó‰ Û‡ ÏÚ ÆÌÈÙÂ˜˘‰ ‰ÈÂ·¯‚

 ÆÔ‡˘Â„ Ï˘ ‰„Â·ÚÏÂ Ê˜Ò‡ÏÂ Ï˘ ‰ËÙÈ‡Ï ¨¯ÂÓ‡Î ¨¯Á‡ „ˆÓÂ ¨®±∏∏π© ÍÂ‚ ÔÂ Ï˘ ‰ÚÂ¯Ï „Á‡ „ˆÓ ˙ˆ¯Â˜

 ˜È·‡‰ ÆÔ‡˘Â„ ÌÚ Ô‰Î ıÈ·Ï‰ Ï˘ ˙Â·˙Î˙‰· ÛÒÂ ÔÙ ‡Â‰ È¯ÂÈˆ‰ ·Á¯Ó‰ ÍÂ˙· ÁÓÂˆ‰Â ÈÁ‰Ó ÌÈÂ˘ ÌÈËÓÏ‡· ˘ÂÓÈ˘‰

 Ï˘ ‰¯Âˆ· Ô‰Î ıÈ·Ï‰ Ï˘ ‰˙„Â·Ú· ÚÈÙÂÓ ¨‰ÏÂ„‚‰ ˙ÈÎÂÎÊ· Â· ˘Ó˙˘‰ Ô‡˘Â„˘ ≠ ‰ÈÓÈÎÏ‡· ÈÒ‡Ï˜‰ ÈÈ‚Â¯„‡‰ ÏÓÒ‰ ≠

 ÌÈË¯Ù ‰„Â·Ú· ¨Ï˘ÓÏ© Ô‡˘Â„ Ïˆ‡ ¯ÊÂÁ˘ ¯ÂÙÈˆ‰ ÈÂÓÈ„ Ì‚ Æ‰ÏÚÓÏ ·Á¯ Á˙Ù ÌÚ ¯ÂÈˆ Â‡ ‰ÈÈ¯ËÙ Ï˘ Ï‚¯ ¨‰·Â¯‡ ¨˙¯ÙÂÙ˘

Æ˙ÂÈÈÓ‰ ˙ÂÏ‡˘Ó‰ ˘ÂÓÈÓ ÏÚ ‰ÚÈ·ˆÓ‰ ‰ÂÂ¯Ú‰ ¯ÂÊ‡· ¯ÂÙÈˆ‰ ÂÓÎ ¨Ô‰Î ıÈ·Ï‰ Ïˆ‡ ÚÈÙÂÓ ®±π∂∏ ¨‰·¯Â˜ ÈÙ ÏÚ ÌÈ¯Á·

 Ë·Ó· ˙Â‰Â· ·Â¯ÏÂ ÌÈÈÈÚ ˙Â¯ÂÚÙ ¨ÌÈÈÏ‚¯ Û‡ ÌÈ˙ÈÚÏÂ  ÌÈÈ„È  ˙ÂÏÂË  Ô‰ Æ˙ÂÓÈÓ˙  ÏÂÎÈ·ÎÂ ˙ÂÈ„ÏÈ  ˙Â‡¯  ˙ÂÓÏÚ‰ ˙ÂÈÂÓ„

 ˙¯Âˆ·© ¯ÈÈ  ˙Â·Î˘  Ï˘  ˜È·„˙–˙ÏÓ˘  ≠  ˙ÂÓÏÚ‰Ø˙ÂËÙÈ‡‰ Ï˘  Ô˙ÏÓ˘Ï ˙Á˙Ó Â˜Á„  ‰ÓÈ‡‰Â ˙Â„¯Á‰ ÈÎ ‰ÓÂ„ ÆÏÂÏÁ

 ˙ÂÈÓÓ  ̆¨ÏÚ  ̄˙ÂÈ¯ËÙ ¨ÌÈÓÁÂÙÓ ÌÈÚÊ‚ ∫ÏÙ‡‰ ¯ÚÈ‰ ÔÓ ÌÈÁÂ˜Ï‰ ÌÈÈÂÓÈ„ ÌÈˆ·ˆ·Ó ‰È˙Á˙Ó ¯˘‡ ¨®·Ï  ̂˙¯Âˆ· ÌÈ˙ÈÚÏÂ Á·ÊÓ

 ˙ÂÏ˜Ó ¯È˜‰ ÏÚ ÌÈÂÚ˘ Â‡ ‰Ùˆ¯‰ ÏÚ ÌÈÁÂÓ ‰‚Âˆ˙‰ ÈÏÂ˘· Â‡ Ô„ÈÏ ÆÌÈ¯Á‡ ÌÈÙÙÂÚÓ È‚ÂÒÂ ÌÈ¯Ù¯ÙÏ ÌÈÎÙÂ‰‰ ÌÈÓÏ‚ ÈÈÓÂ

 ±≤∞ x ±≤∞ ¨„· ÏÚ ˙·¯ÂÚÓ ‰˜ÈÎË ¨±ππ∑ ¨‰·Â¯ ÌÚ „ÏÈ

Boy with a Gun, 1997, mixed media on 
canvas, 120 x 120
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 ˙˘˜·Ó Ô‰Î ıÈ·Ï‰˘ ‰Ó„ ÆÌÈÒÂÏ‡Ù ÏÚ ‰Ê‡¯Ù¯Ù Â‡ ‰ÎÈÁ ˙ÂÏ˜Ó ≠ ÌÈ˘ÈË ŒÙ Ï˘ ‚ÂÒ ¨˜·„ ¯ÈÈ Ï˘ ˙Â·¯ ˙Â·Î˘· ÌÈÙÂËÚ

  Æ‰ÙÂˆ‰ ÛÂ‚Ï ÒÁÈ· ÏË·˙È ‡Ï Ì‰Ï˘ ÁÂÎ‰˘ ¨˙ÈÊÈÙ‰ Ì˙ÂÁÎÂ ÏÚ Â¯Ó˘È ÌÈË˜ÈÈ·Â‡‰˘

 ÌÈ¯ÂÈˆÏ ÌÈÁÙÒÓ‰ ÌÈÂ˘ ÌÈÚˆÓ‡· Æ‰ÏÎ˙ÓÂ ¯È·˘ Ì‚ ˙Ú·–‰· ‡Â‰˘ ÌÏ˘ ÌÏÂÚ È¯ÂÈˆ‰ ‰ÁÂÎ ˙ÂÚˆÓ‡· ˙‡¯Â· Ô‰Î ıÈ·Ï‰

 ¨ÈÏ¯Ë‡È˙  ¨ÍÏÎÂÏÓ  ¨Ï˘Â¯Ó  Ë·È‰  ‰˙„Â·Ú·  ˘È  Æ˙ÂÚ¯ÂÙÏ  „ÚÂÓÂ  ÚÈ‚Ù  ‰„Â·Ú  ÛÂ‚  ˙¯ˆÂÈ  ‡È‰  ˙ÂÏÎ˙‰Â  ÈÏÂÁ  Ï˘  ˙ÂÂÎ˙

 ¨ÛÂ‚‰ Ï˘ ˘„ÁÓ ·ÂˆÈÚ· ¯ÎÈ ¯·„‰ Æ®abject art© “ÈÂÊ·‰ ˙ÂÓ‡” ‰ÂÎÓ˘ ‰ÓÏ Â˙Â‡ ÍÈÈ˘Ï ¯˘Ù‡˘ Ë·È‰ ¨ÈÏÈËÙÈ‡Â ÈË¯ÂÂ¯Ù

 ˙ÂÈÚ·Ë–ÏÚÂ ÔÈ¯Â˙ÒÓ ∫˙ÂÈÚÓ˘Ó–Â„ ˙Â˘ÂÁ˙ ¯¯ÂÚÓ‰ ¨®“ÌÈÂ‡Ó‰”© unheimlich È‡È„ÈÂ¯Ù‰ ‚˘ÂÓ‰ ˙ÂÚˆÓ‡· Â¯‡˙Ï ¯˘Ù‡˘

 Ï˘  ˙ÈËÒÈÏ‡Â„‰ ‰ÒÈÙ˙· ˙ÂÈ·ËÂ˜ ˙ÂÈ¯Â‚Ë˜ ÔÈ· ¯ÚÙ‰ Ï˘  ‰„ÏÂ˙  Ì‚ ‡Â‰ “ÌÈÂ‡Ó“‰ Ë˜Ù‡ ÆÈ˙¯‚˘‰Â ¯ÎÂÓ‰ ¨È˙È·‰ „ˆÏ

 ÔÈÚÓ ‡È‰ ¨‰ÎÂ¯Ú˙· ÈÊÎ¯Ó ËÓÏ‡ ‡È‰  ̆¨‰ËÙÈ‡‰ ˙ÈÂÓ„ ‰ÓÏÚ‰ ¥Æ¯„ÚÈ‰Â ˙Â˘È ¨ÁÂ¯Â ÛÂ‚ ¨˙Â·¯˙Â Ú·Ë ¨˙ÂÂÓÂ ÌÈÈÁ ∫ÌÂÈ˜‰

  ÆÈÏÓÒ‰ Ô·ÂÓ· ‡Ï‡ È˘ÓÓ‰ Ô·ÂÓ· ‡Ï ¨ÂÓˆÚÓ ‰ÈÏÚ ÍÈÏ˘‰Ï È„Î Ë˜ÈÈ·ÂÒ‰ ˙‡ ˙˘Ó˘Ó‰ ˙ÂÁÎÂ

 ±±∞ x ±∂∞ ¨„· ÏÚ ÂÈ„ ¨±ππ≥ ¨˘„Á ¯ÂÓÁ

Untitled, 1993, ink on canvas, 160 x 110

Æ∂± ßÓÚ ¨±ππ≤ ¨μ± ÂÈ„ÂËÒ ¨¢ÌÈ¯Á‡ ÌÈ¯¯ÓˆÓ ˙Â‚ÂÚ˙Â ‰È‚ÂÏÂË˜Ò¢ ¨ÔÊÂ¯ ÈÚÂ¯ ∫Â‡¯   ¥
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Ô‰Î ıÈ·Ï‰ È˙Â¯ Ï˘ ‰„Â·Ú‰ ·È·Ò ˙Â·˘ÁÓ

Â‡Ò„ È¯Â‡

 Æ‰Ê ¯Á‡ ‰Ê ¨‰· ÌÈ·¯ÂÚÓ‰ ÌÈ„·¯‰ ˙‡ ÔÈÈˆÏ ˘È ¨‰·ÈË ÏÚ „ÂÓÚÏ ˙Ó ÏÚ Æ‚¯Â„Ó ÔÙÂ‡· ˙ÏÚÂÙ Ô‰Î ıÈ·Ï‰ È˙Â¯ Ï˘ ‰„Â·Ú‰

 Û˘ ˙Â„Â‡ ÏÚ ¨˙Â˘ÙÁ˙‰ ˙Â„Â‡ ÏÚ ‰·˘ÁÓ Ï‡ ‰ÙÓ˘ ‰·È·Ò· ¯·Â„Ó˘ ‰·‰· ‰¯Â˘˜ ‰„Â·Ú‰ ÁÎÂÏ ˙ÈÂ˘‡¯‰ ‰ÈÂÂÁ‰

 ¨˙‡ˆÓÂÓ ¨˙ÈÓÊ© ˙¯Á‡ ˙ÂËÚÏ È„Î ®‰ÈÂÏ‚ ¨‰ÚÂ·˜© ˙Á‡ ˙Â‰Ê ÌÈ¯ÈÒÓ Ì‰·˘ ÌÂ˜ÓÂ ÔÓÊ ª‰·ÈˆÈ ˙Â‰Ê ‡ÏÏ ÌÂ˜ÓÂ ÔÓÊ ≠ ˙ÂÎÒÓ

 ÏÚ ‰·˘ÁÓ ‰‚ÈˆÓ ‡È‰ ª‰¯Â‡Ù˙ Ï˘ ‰¯Â‡Ù˙ ‡È‰ Ô‰Î ıÈ·Ï‰ Ï˘ Û˘‰ ˙·È·Ò Æ®˙ÈÏ¯Ë‡È˙ ¨˙ÈËÓÊËÙ ¨˙È˙ÂÎ‡ÏÓ ¨˙È˙¯ÈˆÈ

 ÌÈÁ˜ÂÏ Ì‡ ¨Ô‰Î ıÈ·Ï‰ Æ®˙„Ï»Ó ˙Â‰ÓÎ ˙Â‰Ê Ï˘ ˙ÈËÒÈÈÓ¯Ë„ ‰ÒÈÙ˙Ï „Â‚È·© ÚÙÂÓÎ ¨‰˘ÈÎ¯ Ï˘ ÍÈÏ‰˙Î ¨ÔÂÈ„·Î ˙Â‰Ê

 ˙ÂÒ˙‰ ÏÎÏ Ì„Â˜‰ ¯Â˜Ó ÂÈ‡ “È‡“‰ ‰ÈÙÏ˘ ‰„ÓÚ ‰‚ÈˆÓ ¨˙ÂÈÓˆÚÂ ˙Â‰Ê Ï˘ ˙ÂÈ‚ÂÒÏ Ú‚Â· ‰Ï˘ ‰ÏÂÚÙ‰ ˙‡ ‰ˆ˜‰ „Ú

 Ì‡˙‰· ˙Â˙˘‰ÏÂ  ‰„ÓÚÏ ‰„ÓÚÓ ÚÂÏ ÏÂÎÈ  ‡Â‰ ‰ÊÎÎÂ  ¨‰„ÓÚ ÂÓˆÚ ‡Â‰ Æ˙ÂÒ˙‰ Ï˘  ¯ˆÂ˙  ‡Â‰ ‡Ï‡ ¨‰˙Â‡  ¯˘Ù‡ÓÂ

 ˙ÂÁ˙Ù˙‰ Ï˘  ÌÈÁÂÓ· ‰ÈÏ‡ ÒÁÈÈ˙‰Ï Ô˙È  ‡ÏÂ  ¨˙ÈË¯˜Â˜‰ ˙ÂÒ˙‰‰Ó ˜˙ÂÓ· ˙ÓÈÈ˜ ‰È‡ ˙ÈÓˆÚ‰ ˙Â‰Ê‰ Æ˙Â·ÈÒÏ

 ÌÚÙ ÏÎ· ‰˙Â‡ ÔÂÁ·Ï ˘È  ‡Ï‡ ¨“ÂÎ¯„· ÍÈ˘Ó‰Ï“Â Â˙Â‡ ÌÈ·ˆÚÓ‰ ˙Â˜ÈË˜¯Ù‰Â ÌÈÚÂ¯È‡‰ ÏÚ ¯·‚˙‰Ï “È‡“Ï ˙¯˘Ù‡Ó˘

   ÆÌÈ˘Á¯˙Ó Ì‰˘ ÔÓÊ· ¨‰Ï‡‰ ˙Â˜ÈË˜¯ÙÏÂ ÌÈÚÂ¯È‡Ï ÒÁÈ· ˘„ÁÓ

 ‡È‰ Ì‰Ó˘ ÌÈ¯ÓÂÁ· „˜Ó˙‰Ï ¯˘Ù‡ ¨Ô‰Î ıÈ·Ï‰ Ï˘ ‰„Â·Ú‰ ‰ÚÈˆÓ˘ ˙ÂÈÓˆÚ‰ ‚ÂÒ ˙‡ ˙ÂÎÓ˘ ˙ÂÒ˙‰‰ ˙‡ ÔÈ·‰Ï È„Î

 ˙·¯ÂÚÓ ‰˜ÈÎË· ËÓ‚¯Ù ¯ÈÈ Ï  ̆˙ÂÚÂ·  ̂˙Â¯Ê‚ÓÂ ˙ÂÚÈ¯È ª¯ÈÈ ‰ÈÂ˘Ú Ô‰Î ıÈ·Ï‰ Ï  ̆“‰ÎÒÓ‰” ÆÌ‰· ÏÂÙÈË‰ ÈÙÂ‡·Â ‰ÈÂ˘Ú

 ¯ÓÂÁÏ ÚˆÓ‰ ˙‡ ˙ÎÙÂ‰ Ì‚ Í‡ ÚˆÓ‰Ó ¯ÂÈˆ‰ ˙‡ ‰„È¯ÂÓ Ô‰Î ıÈ·Ï‰ Æ¯ÈÈ· ‰„Â·Ú ¨¯ÈÈ ÏÚ ‰„Â·Ú È‰ÂÊ Æ‰·Î˘ ÏÚ ‰·Î˘ Ï˘

 Ô„·Â‡ ÏÚ ÚÈ·ˆÓ ¯Á‡ „ˆÓÂ ¨˙„Ó˙Ó ˙Â˘„Á˙‰ ÏÚ „ÈÚÓ „Á‡ „ˆÓ˘ ‰Ó ¯·„ ¨Ï˘ ÔÈÚÓ ‰˘Ú ¯ÂÈˆ‰ ÆÈÂ˘Ú ¯ÂÈˆ‰ ÂÓÓ˘

 ¨‰ÈˆÓ¯ÂÙ„ Ï˘ ‡ˆÂÈ ÏÚÂÙ ‡Â‰ ‡˘Â ¯ÈÈ‰˘ ÔÓÈÒ‰ ÆÌÂ‰ÈÊÓ ‰‡ˆÂ˙Î ¨ÈÏÂ‡ ¨‰¯ÒÂ‰˘ ‰˙Ó ‰Ó˜¯ Ï˘ ˙ÂÈÂÎÈ‡ ÏÚ ¨„Â˜Ù˙ Ï˘

 ≠ ·ËÂÁÓ‰Â È·ÈËÓ¯ÂÙ„‰ ≠ ÌÈ·Ë˜‰ È˘ ÔÈ· ‰ÚÂ˙‰ Æ‰¯Âˆ ·ÂˆÈÚ Ï˘ ÍÈÏ‰ Ï˘ ¨ÌÓ‡ ÍÈ¯Ù‰ ¨ÈÙÂÒ‰ ·ˆÓ‰ ‡Â‰˘ ‰„ÈÓ·–‰·

 ‰˜ÈËÓ˙ ˙ÂÚˆÓ‡· ¯ÓÂÁ‰ ˙‡ ‰˘È‡Ó Ô‰Î ıÈ·Ï‰ ÆÌÈ„˘ ˘Â¯È‚ Ï˘ ÔÈÙÂÏÈÁÏ Â‡ ¨·Â‡· ‰‡ÏÚ‰ Ï˘ ˙ÈÒ˜Ë ‰ÏÂÚÙÎ ˙‚¯‡˙Ó

 Ï·‡  ¨ÌÈÏÈÚ¯  ‰Ï˘  ˙Â¯ÈÈ‰  ÆÈ·ÈËÓÈÏ·ÂÒ–‰„‰  ÔÈ·Ï  È·ÈËÓÈÏ·ÂÒ‰  ÔÈ·  ‰Ú  ˙¯ˆÂÈ  ‡È‰˘  ˙ÂÈÂÓ„‰  ˙·È·Ò  ÆÔ„·Â‡Â  ˙ÂÂÓ  Ï˘

 ‰ÎÂ˙· ‰˜ÈÊÁÓ‰ ˙ÂÓÈÈ˜˙‰ Ï˘ ¨„ÂÒ Ï˘ ‰˘ÂÁ˙ ˙¯ˆÂ ¨‰¯ÊÁ·Â „ÓÓ–˙Ï˙Ï „ÓÓ–Â„Ó ¯ÈÈ‰ Ï˘ ¯·ÚÓ· ÆÌÏÂÚ ÌÈ‡¯Â· Ì‰

Æ‰È˙Á˙Ó˘ ‰Ó ÔÈ·Ï ‰„‡ÒÙ‰ ÔÈ· ¨ÈË˜Ï‡È„ ‡Ï ¨¯Â˙Ù ‡Ï ÒÁÈ Ï˘ ¨ÌÈ¯˙Ò ÌÈË·È‰Â ÌÈÈÂÏ‚ ÌÈË·È‰

 Í‡  ¨‰‡¯Ó  Â‡  ÈÂÓÈ„  ¨ÌÈÂÒÓ  ÔÂÎ˙  ÈÙ  ÏÚ  Ì„Â·ÈÚ  ÔÙÂ‡  ˙‡  ÌÈÙ˘ÂÁ  ¨‰„Â·Ú·  ÌÈÚÈÙÂÓ  Ì‰˘  ÈÙÎ  ¨Ô‰Î  ıÈ·Ï‰  Ï˘  ˙Â¯ÈÈ‰

 ˙ÂÚˆÓ‡· ˙Ó˜˘Ó ‡È‰ Æ˙„·ÂÚ ‡È‰ ÂÈÏÚÂ Â˙È‡˘  ¯ÓÂÁ· ËÂÏ˘Ï ˙Â¯˘Ù‡‰ ¯ÒÂÁ ˙‡ ‰˘È‚„Ó Ô‰Î ıÈ·Ï‰˘  ‰‡¯  „··–„·

 ÂÊ‰  ˙ÂÈ„È‰ ˙‡ ‡Â¯˜Ï Ì‚  ¯˘Ù‡˘  ÈÙ  ÏÚ  Û‡ ¨ÌÏÂÚ‰ ÔÓ  ‰¯·Ú ÈÎ  ‰Ó„˘  ˙ÂÈ„È  Ï˘  ‚ÂÒ  ¨È·ÈÒ¯ÙÒ˜‡ ‰ÏÂÚÙ ÔÙÂ‡  ¯ÈÈ‰

 ‡Ï ÂÓÎ ¨˙ÈÚˆÓ‡–È˙Ï· ˙ÂÈ„È Ï  ̆‰„ÓÚ Ú„ÂÓ· ˙˘ÈÈ‡Ó Ô‰Î ıÈ·Ï‰ Â˙¯‚ÒÓ·  ̆ÌÈ„È˜Ù  ̇˜Á˘ÓÎ ¨˙ÂÈÚˆÓ‡–È˙Ï· Ï  ̆Ë˜Ù‡Î

 Ï„ÂÓ ‰Ï ·È˙ÎÓ˘ ¯ÓÂÁ· ˙¯ÁÂ· Ô‰Î ıÈ·Ï‰ Æ®‰ÏÂÁ Ì„‡ Ï˘ Â‡ ‰„ÏÈ Ï˘ ˜ÂÒÈÚ· ÈÂÙÈ¯ Ï˘ ˙Â˜ÈË˜¯ÙÏ ¯ÂÎÊ‡·© ˙˙·¯Â˙Ó

Æ˙Â‡Â¯˜ ‡Ï Û‡ ÌÈ˙ÈÚÏÂ ˙ÂÈÂÙˆ ‡Ï ˙Â‡ˆÂ˙ ¨˙ÂÚ˙Ù‰ ÔÓÊÓ˘ ¯ÓÂÁ ¨˙ÂÒ˙‰ Ï˘ ÈËÓÂ‡¯Ë–ÔÈÚÓ

 Ô˙Â·ÈˆÈ–È‡ ¯·„· ‰·˘ÁÓ ˙˘¯ÂÙ Ô‰Î ıÈ·Ï‰ Æ‰ÏÚÓ ‡Â‰˘ ÌÈ‡˘ÂÏ ‰˜ÈÊ ˘È ¯ÈÈ‰ Ï˘ ˙ÂÈ¯ÓÂÁ‰ ˙ÂÈˆÏÂÙÈÓ‰ Ï˘ ˙ÂÈÂÎÈ‡Ï

 ÌÈÈÓÂÈÓÂÈ  ÌÈ˘ÂÓÈ˘  Ì˙Â‡  Ǣ ÂÓÈ˘Ï  ¨‰ÊÈ¯‡Ï  È̈ÂÒÈÎÏ  ÌÂÈÓÂÈ·  ˘Ó˘Ó‰  ≠  ËÓ‚¯Ù  ¯ÈÈ  ≠  ¯ÓÂÁ  ˙ÂÚˆÓ‡·  ˙ÂÈÓˆÚ‰Â  ˙Â‰Ê‰  Ï˘

 Æ˙ÂÓ‡· ˙»È‚ÂÏÂÎÈÒÙ ÏÚ ¨‰Ï˙‰Ó ËÚÓÎ ¨˜Á˘ÓÎ Ì‚ ·˘ÁÈ‰Ï ‰ÈÂ˘Ú ÂÊ ‰Úˆ‰ Í‡ ¨˙È‚ÂÏÂÎÈÒÙ ˙ÂÚÓ˘Ó Ï˘ ˜ÙÂ‡ ¯·ÚÏ ÌÈÁÏ˘

 ¨ÚÈ‚Ù Í̈È¯Ù ≠ ˙ÂÈÏ‡ÈˆËÒ·ÂÒ ÏÂË ¯ÂÈˆ· ¨ÚˆÓ ÏÂË ¯ÂÈˆ· ¯·Â„Ó  ̆‰„·ÂÚ‰ ¨˙ÂÂÂÎ˙‰‰ ˙Ï‡˘· ÚÈ¯Î‰Ï Ô˙È ‡Ï  ̆˙Â¯ÓÏ ¨˙‡Ê ÌÚ

 ‰Ï‡‰ ÌÈÓÂËÙÓÈÒ‰Ó „Á‡ ÏÎÏ Æ‰ÈÊËÙ Â‡ ËÂÈÒ ¨‰ÈÊ‰ Ï˘ ¨˙Â¯ÎÊÈ‰ Ï˘ ¨‰ÈˆÏÂ˜ÙÒ Ï˘ ÌÈÓÂËÙÓÈÒ ÂÏ ÒÁÈÈÏ ˙¯˘Ù‡Ó ≠ ÛÙÂ¯

Æ˙ÈÓ‰Ï Ì‚ Ï·‡ ¨˙ÂÈÁ‰Ï ˙ÏÂÎÈ‰ ‰¯ÂÓ˘



 12 Eating Her Heart Out, ≤∞∞∏ ¨·Ï‰ ˙‡ ˙ÏÎÂ‡



 13 



 14  Swords, ≤∞∞∏ ¨˙Â·¯Á



 15 Fan, ≤∞∞∏ ¨‰ÙÈÓ



 16  Rabbit, ≤∞∞∏ ¨˙·¯‡



 Snakes, ≤∞∞π ¨ÌÈ˘Á 17 



 18  Quiet Delivery, ≤∞∞∂ ¨‰Ë˜˘ ‰„ÈÏ



 19 



 20 



 21  Bread and Wine, ≤∞∞π ¨ÌÈ‚„Â ÌÁÏ



 22 Sacrifice, ≤∞∞∂ ¨‰„È˜Ú



 23 Pomegranate, ≤∞∞∏ ¨ÔÂÓÈ¯



 24 Untitled, ≤∞∞∂ ¨˙¯˙ÂÎ ‡ÏÏ



 25 Heart Attack, ≤∞∞∂ ¨·Ï Û˜˙‰



 26  Princess of Hearts, ≤∞∞∏ ¨˙Â··Ï‰ ˙ÎÈÒ



 27 



 28  Dove, ≤∞∞∏ ¨‰ÂÈ



 29  Red Everlasting, ≤∞∞∏ ¨ÌÈ·ÎÓ‰ Ì„



 30 



 31  Hoopoe, ≤∞∞∏ ¨˙ÙÈÎÂ„
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®μ ßÓÚ©

 ≤∞∞π ¨‰ÁÂÂ¯Ï ÌÈÈÈÚ ˙ÓˆÂÚ

 ¨ËÓ‚¯Ù ¯ÈÈÂ ¯ÈÈ ÏÚ ˙·¯ÂÚÓ ‰˜ÈÎË
 ≤±≤x≤∑∑

 ®±≥ ßÓÚ©

 ≤∞∞∏ ¨·Ï‰ ˙‡ ˙ÏÎÂ‡

 ¨ËÓ‚¯Ù ¯ÈÈÂ ¯ÈÈ ÏÚ ˙·¯ÂÚÓ ‰˜ÈÎË
 ≤∞∑x≤±∑

®±¥ ßÓÚ©

 ≤∞∞∏ ¨˙Â·¯Á

 ¨ËÓ‚¯Ù ¯ÈÈÂ ¯ÈÈ ÏÚ ˙·¯ÂÚÓ ‰˜ÈÎË
 ≤±∑Æμx≥≤π

 ®±μ ßÓÚ©

 ≤∞∞∏ ¨‰ÙÈÓ

 ¨ËÓ‚¯Ù ¯ÈÈÂ ¯ÈÈ ÏÚ ˙·¯ÂÚÓ ‰˜ÈÎË
±π¥Æμx≤≤∑

ÈË¯Ù ÛÒÂ‡

®±∂ ßÓÚ©

 ≤∞∞∏ ¨˙·¯‡

 ¨ËÓ‚¯Ù ¯ÈÈÂ ¯ÈÈ ÏÚ ˙·¯ÂÚÓ ‰˜ÈÎË
 ±≤∂x±π∞

®±∑ ßÓÚ©

 ≤∞∞π ¨ÌÈ˘Á

 ¨ËÓ‚¯Ù ¯ÈÈÂ ¯ÈÈ ÏÚ ˙·¯ÂÚÓ ‰˜ÈÎË
 ≤≥μx≥∞μ

®±π ßÓÚ©

 ≤∞∞∂ ¨‰Ë˜˘ ‰„ÈÏ

 ¨ËÓ‚¯Ù ¯ÈÈÂ ¯ÈÈ ÏÚ ˙·¯ÂÚÓ ‰˜ÈÎË
 ∑∞x±π≤

®≤∞ ßÓÚ©

 ≤∞∞π ¨ÌÈ‚„Â ÌÁÏ

 ¨ËÓ‚¯Ù ¯ÈÈÂ ¯ÈÈ ÏÚ ˙·¯ÂÚÓ ‰˜ÈÎË
≤±∏x≤∏¥Æμ

®≤≤ ßÓÚ©

 ≤∞∞∂ ¨‰„È˜Ú

 ¨ËÓ‚¯Ù ¯ÈÈÂ ¯ÈÈ ÏÚ ˙·¯ÂÚÓ ‰˜ÈÎË
 ±π∞x≤≥¥

®≤≥ ßÓÚ©

 ≤∞∞∏ ¨ÔÂÓÈ¯

 ¨ËÓ‚¯Ù ¯ÈÈÂ ¯ÈÈ ÏÚ ˙·¯ÂÚÓ ‰˜ÈÎË
 ±πμx≤∂≤Æμ

®≤¥ ßÓÚ©

 ≤∞∞∂ ¨˙¯˙ÂÎ ‡ÏÏ

 ¨ËÓ‚¯Ù ¯ÈÈÂ ¯ÈÈ ÏÚ ˙·¯ÂÚÓ ‰˜ÈÎË
 ≤≥∞x∑∞

®≤μ ßÓÚ©

 ≤∞∞∂ ¨·Ï Û˜˙‰

 ¨ËÓ‚¯Ù ¯ÈÈÂ ¯ÈÈ ÏÚ ˙·¯ÂÚÓ ‰˜ÈÎË
 ±∏μx∑∞

˙ÈÂÂ˘ÎÚ ˙ÂÓ‡Ï ‰ÙÈÁ ÔÂ‡ÈÊÂÓ ÛÒÂ‡

®≤∑ ßÓÚ©

 ≤∞∞∏ ¨˙Â··Ï‰ ˙ÎÈÒ

 ¨ËÓ‚¯Ù ¯ÈÈÂ ¯ÈÈ ÏÚ ˙·¯ÂÚÓ ‰˜ÈÎË
 ≤∞∞x±π±

®≤∏ ßÓÚ©

 ≤∞∞∏ ¨‰ÂÈ

 ¨ËÓ‚¯Ù ¯ÈÈÂ ¯ÈÈ ÏÚ ˙·¯ÂÚÓ ‰˜ÈÎË
 ±∞∞x≤∞∞

®≤π ßÓÚ©

 ≤∞∞∏ ¨ÌÈ·ÎÓ‰ Ì„

 ¨ËÓ‚¯Ù ¯ÈÈÂ ¯ÈÈ ÏÚ ˙·¯ÂÚÓ ‰˜ÈÎË
 ≤∞μx≤¥∑

®≥∞ ßÓÚ©

 ≤∞∞∏ ¨˙ÙÈÎÂ„

 ¨ËÓ‚¯Ù ¯ÈÈÂ ¯ÈÈ ÏÚ ˙·¯ÂÚÓ ‰˜ÈÎË
 ≤∑±x≤πμ

 ®μ≥ ßÓÚ©

 ≤∞∞∏ ¨‰ÏÎØ‰Ë˜‰ ‰‡Â¯‰

 ¨ËÓ‚¯Ù ¯ÈÈÂ ¯ÈÈ ÏÚ ˙·¯ÂÚÓ ‰˜ÈÎË
 ±ππx≤μ¥Æμ

 

˙Â„Â·Ú ˙ÓÈ˘¯
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ÆÏ‡¯˘È· ˙„·ÂÚÂ ˙¯¯Â‚˙Ó ª±π∂π–· Ï‡¯˘È· ‰„ÏÂ

ÌÈ„ÂÓÈÏ

‰ÙÈÁ ˙ËÈÒ¯·ÈÂ‡ ¨‰È‚ÂÏÂÎÈÒÙÂ ˙ÂÓ‡ È„ÂÓÈÏ  ±ππ±≠±π∏π

ÌÈÏ˘Â¯È ¨·ÂˆÈÚÂ ˙ÂÓ‡Ï ‰ÈÓ„˜‡ Ï‡Ïˆ·  ±ππ≤≠±ππ±

Ï¯· ˙È· ¨˙ÂÓ‡Ï ÌÈ¯ÂÓ ˙¯˘Î‰Ï ‰˘¯„Ó‰  ±ππ≥≠±ππ≤

„ÈÁÈ  ˙ÂÎÂ¯Ú˙

·È·‡ Ï˙ ¨·ÂÎÂ¯Â··  ‰È¯Ï‚‰  ±ππμ

„Â‰ ÔÈÚ ¨‡„‡„ Â˜È ÔÂ‡ÈÊÂÓ  ±ππ∏

·È·‡ Ï˙ ¨¯˙Ò‡ ÏË ‰È¯Ï‚  ≤∞∞±

 ˙ÈÓ„˜‡‰ ‰ÏÏÎÓ‰ ¨Ô¯Â‚ ‰È¯Ï‚ ¨“‰ÊÏ ‚ÈÏ·‰Ï ÈÏÚ”  ≤∞∞≤
Ï‡Ú¯ÊÈ ˜ÓÚ  

·È·‡ Ï˙ ¨¯˙Ò‡ ÏË ‰È¯Ï‚ ¨“‚¯ÓÂ·”  ≤∞∞≥

‰È˙ ¨˜Âˆ‰ ‰È¯Ï‚  ≤∞∞¥

·È·‡ Ï˙ ¨ÆÓ ÈÏÂ‘‚ ‰È¯Ï‚ ¨“˙Â˘„Á ˙Â„Â·Ú”     ≤∞∞∂

‰ÈÓ¯‚ ¨ÏÈ˜ ¨Umtrieb ‰È¯Ï‚ ¨“Mind the Gap”           

 ‰ÈÓ¯‚ ¨ÏÈ˜ ¨Umtrieb ‰È¯Ï‚ ¨“Distortion”     ≤∞∞∑

ÊÈ¯Ù ¨Evi Gougenheim ‰È¯Ï‚  ̈”Mind the Gap”      ≤∞∞∏

 ‰ÈÏˆ¯‰ ÔÂ‡ÈÊÂÓ ¨“‰Ó¯ÂÙ” ¨”Mind the Gap”           
˙ÈÂÂ˘ÎÚ ˙ÂÓ‡Ï  

˙Â¯Á· ˙ÂÈ˙ˆÂ·˜ ˙ÂÎÂ¯Ú˙

ÂÙÈ ¨ÈÊÂ‡Ù È¯Ó ‰È¯Ï‚ ¨“¯Ó”    ±ππ¥

 ¨˙ÈÏ‡¯˘È ˙ÂÓ‡Ï ÔÂ‡ÈÊÂÓ‰ ¨“¯·ÚÓÂ ÏÚÓ ¯ÂÈˆ”              
Ô‚–˙Ó¯  

‰·È· ˙ÂÓ‡Ï ‡„Ò‰ ¨“¯ÂÈˆ ÌÂÏÈˆ ¯ÂÈˆ”              

·È·‡ Ï˙ ¨·ÂÎÂ¯Â·· ‰È¯Ï‚‰             

       ¨˙È‡ËÈÒ·ÈÂ‡‰ ‰È¯Ï‚‰ ¨˙¯˘ Ô¯˜ ÈÎÂÊ ˙ÎÂ¯Ú˙           

·È·‡–Ï˙ ˙ËÈÒ¯·ÈÂ‡           

  ¨Ï‡¯˘È–‰˜È¯Ó‡ ˙Â·¯˙ Ô¯˜ Ï˘ ˙„„Â ‰ÎÂ¯Ú˙  ±ππ∂≠±ππμ
·“‰¯‡  

  ¨˙ÈÏ‡¯˘È ˙ÂÓ‡Ï ÔÂ‡ÈÊÂÓ ¨˙¯˘ Ô¯˜ ÈÎÂÊ ˙ÎÂ¯Ú˙    ±ππ∂ 
Ô‚–˙Ó¯  

ÌÁÙ Ï‡ ÌÂ‡ ˙ÈÈ¯Ï‚ ¨“‡Â·È ÌÂÈ ÈÈÓ‡‰”    ≤∞∞≤ 

  Ú„Ó‰ „¯˘Ó ¨ÌÈ¯Â‡ ˙ÏÏÎÓ ¨“˙Â¯ÂÓ ˙ÂÈÓ‡”             
  Ë¯ÂÙÒ‰Â ˙Â·¯˙‰  

 ·È·‡ Ï˙ ¨ÆÓ ÈÏÂß‚ ‰È¯Ï‚ ¨“ÔÂ˘ÈÏ ˙ÂÓÏ ”  ≤∞∞≥

  ˙Â·¯˙Ï ÒÈÙ‰ ˙ˆÚÂÓ Ï˘ Ë˜ÈÂ¯Ù© “ÔÂ˘‡¯ Ô˜ÂÈ„”            
˙ÂÓ‡Ï ·È·‡ Ï˙ ÔÂ‡ÈÊÂÓ ¨®˙ÂÓ‡ÏÂ  

  ‰·‰‡ Ï˘ ÌÈÈÂÓÈ„ ∫‰·‰‡Ï ÔÓÊ ¨“Love Is in the Air”  ≤∞∞¥
 ¨˙ÂÓ‡Ï ÔÓÊ ¨“˙ÈÂÂ˘ÎÚ ˙ÈÏ‡¯˘È ˙ÂÓ‡· ˙ÈËÓÂ¯  

·È·‡ Ï˙  

ÔÂÚ·Ë ˙ÈÈ¯˜ ¨‰Áˆ‰‰ ÊÎ¯Ó ¨“ÛÂ‚ ÈÓ˙Î”   ≤∞∞μ

  ¨ÌÈ¯ˆÓ ÌÈÓ‡ ÌÚ ≠ Piece of Art ≠ Peace of Art“   ≤∞∞∂
  ¨‚¯Â·Ó‰ „ÈÏ ˜·Ò¯Ó‡ ¨“ÌÈÓ¯‚Â ÌÈÈËÒÏÙ ÌÈÏ‡¯˘È  

‰ÈÓ¯‚· ˙„„Â ‰ÎÂ¯Ú˙ ¨‰ÈÓ¯‚  

·È·‡ Ï˙ ¨ÆÓ ÈÏÂß‚ ‰È¯Ï‚ ¨“Intensive Care”            

  ¨BFAMI ¨˙ÂÓ‡Ï ·È·‡ Ï˙ ÔÂ‡ÈÊÂÓÏ ‰¯ÈÎÓ ˙ÎÂ¯Ú˙            
ÔÂ„ÂÏ  

 ¨ÔÈÏ¯·· ˙ÂÓ‡ „È¯È ¨“Preview Berlin Art Fair”  ≤∞∞∑
Umtrieb ‰È¯Ï‚ ÈÓ‡  

·È·‡ Ï˙ ¨ÆÓ ÈÏÂß‚ ‰È¯Ï‚ ¨“IN & OUT”            

·È·‡ Ï˙ ¨ËÈ· ‰È¯Ï‚ ¨“¯ÂÁ˘”   ≤∞∞∏

ÂÙÈ ¨Agora Art ¨“ÏÂ„‚‰ ÁË˘‰”            

˙Â‚ÏÓÂ ÌÈÒ¯Ù

˙¯˘ Ô¯˜ ¨Ï‡¯˘È–‰˜È¯Ó‡ ˙Â·¯˙ Ô¯˜  ±ππ∑≠±ππ¥

˙ÂÓ‡ÏÂ ˙Â·¯˙Ï ÒÈÙ‰ ˙ˆÚÂÓ ¨“ÔÂ˘‡¯ Ô˜ÂÈ„”  ≤∞∞≤

Ë¯ÂÙÒ‰Â ˙Â·¯˙‰ ¨Ú„Ó‰ „¯˘Ó ¨“‰¯ÂÓ–ÔÓ‡”           

Ë¯ÂÙÒ‰Â ˙Â·¯˙‰ ¨Ú„Ó‰ „¯˘Ó ¨“‰¯ÂÓ–ÔÓ‡”   ≤∞∞¥

˙Â·¯˙‰ „¯˘Ó ¨‰¯ÈˆÈ‰ „Â„ÈÚ Ò¯Ù     ≤∞∞∏

ÌÈÓÂÒ¯Ù

  ¨‰ÎÂ¯Ú˙‰ ‚ÂÏË˜ ÍÂ˙Ó ¨¢ÌÈ˜Â˙Ó ˙ÂÓÂÏÁ¢ ¨¯ÓÂÊ ‰ÈÚ¯
Æ±ππ∏ ÂÈ˙Ò ¨„Â‰ ÔÈÚ ¨‡„‡„ Â˜È ÔÂ‡ÈÊÂÓ  

 ‰È¯Ï‚ ¨‰ÎÂ¯Ú˙‰ ‚ÂÏË˜ ÍÂ˙Ó ¨¢ÔÂ˘ÈÏ ˙ÂÓÏ¢ ¨ÊÂ·¯‚ ¯È‡È
Æ≤∞∞± ¨·È·‡ Ï˙ ¨¯˙Ò‡ ÏË  

  ¨±≤∏ ÂÈ„ÂËÒ ¨¢ıÈ·Ï‰ È˙Â¯ Ï˘ ¯ÂÈˆ‰ ÏÚ¢ ¨ÊÂ·¯‚ ¯È‡È
Æ≤∞∞± ¨¯·Ó·Â  

  ˙Â¯ÙÒÏ ˙Ú ·˙Î ¨∂ ÈÂË Â˜ ¨¢ÌÈÙˆÂÁÓÈÙ¢ ¨ÏÂ·ÂÒ Ú˘Â‰È
Æ≤∞∞∂ ¨ÈÂÈ ¨˙ÂÓ‡Â  

¨¯˙Ò‡ ÏË ‰È¯Ï‚ ¨¢Ê‡ Ì˘ È‡ Â¯˜˘ ÌÈ¯·„¢ ¨ÏÂ·ÂÒ Ú˘Â‰È
Æ≤∞∞∂ ¨·È·‡ Ï˙  

 “˜ÙÒ‰ ¯ÂÊÈ‡ Ï˘ ÌÂˆÓˆÂ ‰·Á¯‰” ¨Ô‰Î ıÈ·Ï‰ È˙Â¯
  ˙Ú ·˙Î ÌÈ¯Â‡ ¨Ô‰Î ıÈ·Ï‰ È˙Â¯ Ï˘ ‰È˙Â„Â·Ú·  

Æ≤∞∞π ¨ÔÂÂ˜Ó ÈÓÂÁ˙ ·¯ ÈÓ„˜‡  

Ô‰Î ıÈ·Ï‰ È˙Â¯
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(P.53) 

Bride, 2008 
Mixed media on parchment paper 
and parchment paper, 254.5 x 199 

(P.30) 

Hoopoe, 2008 
Mixed media on parchment paper 
and parchment paper, 295 x 272 
 
(P.29) 

Red Everlasting, 2008 
Mixed media on parchment paper 
and parchment paper, 247 x 205

(P.28) 

Dove, 2008 
Mixed media on parchment paper 
and parchment paper, 200 x 100

 
(P.27) 

Princess of Hearts, 2008 
Mixed media on parchment paper 
and parchment paper, 191 x 200

 
(P.25) 

Heart Attack, 2006 
Mixed media on parchment paper 
and parchment paper, 185 x 70

(P.24) 

Untitled, 2006 
Mixed media on parchment paper 
and parchment paper, 230 x 70
Collection Haifa Museum of 
Contemporary Art

(P.23) 

Pomegranate, 2008 
Mixed media on parchment paper 
and parchment paper, 262.5 x 195

(P.22) 

Sacrifice, 2006 
Mixed media on parchment paper 
and parchment paper, 234 x 190 

(P.20) 

Bread and Wine, 2009 
Mixed media on parchment paper 
and parchment paper, 284.5 x 218

(P.19) 

Quiet Delivery, 2006 
Mixed media on parchment paper 
and parchment paper, 192 x 70

(P.17) 

Snakes, 2009 
Mixed media on parchment paper 
and parchment paper, 305 x 235

(P.16) 

Rabbit, 2008 
Mixed media on parchment paper 
and parchment paper, 190 x 126

(P.15) 

Fan, 2008 
Mixed media on parchment paper 
and parchment paper, 227 x 194.5

Private Collection

(P.14) 

Swords, 2008 
Mixed media on parchment paper 
and parchment paper, 329 x 217.5

(P.13) 

Eating Her Heart Out, 2008 
Mixed media on parchment paper 
and parchment  paper, 217 x 207

(P.5) 

Shutting Eyes Widely, 2009 
Mixed media on parchment paper 
and parchment paper, 277 x 212 

 

 
 
 
  

List of Works 

Objects from The Damsels' House, 2008, mixed media. Assistants: Nadav Cohen, Gay Abarbanel.

Ï·¯·‡ ‡È‚ ¨Ô‰Î ·„ ∫ÌÈËËÒÈÒ‡ ¨˙·¯ÂÚÓ ‰˜ÈÎË ¨≤∞∞∏ ¨¢˙ÂÓÏÚ‰ ˙È·¢ ÍÂ˙Ó ÌÈË˜ÈÈ·Â‡ 
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Born in Israel, 1969; lives and works in Tel Aviv

Studies

1991-1991 Art and Psychology Studies, Haifa University

1992-1992 Bezalel Academy of Art and Design, Jerusalem

1993-1993 Hamidrasha School of Art, Beit Berl College

Solo Exhibitions

1995 Borochov Gallery, Tel Aviv

1998 Janco Dada Museum, Ein Hod

2001 Tal Esther Gallery, Tel Aviv

2002 “I Will Have to Restrain It,” Goren Gallery,   
 Academic College of Emek Yezreel

2001 “Boomerang,” Tal Esther Gallery, Tel Aviv

2002 Hatzuk Gallery, Netanya

2006 “New Works,” Julie M. Gallery, Tel Aviv

 “Mind the Gap,” Umtrieb Gallery, Kiel, Germany

2007 “Distortion,” Umtrieb Gallery, Kiel, Germany

2008 “Mind the Gap,” Evi Gougenheim Gallery, Paris

 “ Panorama: Mind the Gap,” Herzliya Museum   
 of Contemporary Art

Selected Group Exhibitions

1994 “Leopard,” Mary Fauzi Gallery, Jaffa

 “Painting Above and Beyond,” Museum of 
 Israeli Art, Ramat Gan

 “Painting Photography Painting,” Art Workshop,   
 Yavne

 Borochov Gallery, Tel Aviv

 “Sharet Foundation Winners,” University   
 Gallery, Tel Aviv University

1995-6  “America-Israel Cultural Foundation Travelling   
  Exhibition,” Museum of Israeli Art, Ramat Gan

1996 “Sharet Foundation Winners,” Museum of Israeli 
 Art, Ramat Gan

2002 “Imagine: Artists for Coexistence,” Um-el-Fahm   
 Gallery, Um-el-Fahm

 “Teacher Artists,” Oranim Academic College,   
 Tivon

2003  “Dying to Sleep,” Julie M. Gallery, Tel Aviv

 “First Portrait,” Tel Aviv Museum of Art, Helena   
 Rubinstein Pavilion for Contemporary Art

2004 “Love is in the Air: Time for Love – Images of   
 Romantic Love in Contemporary Israeli Art,”   
 Zman le’Omanut, Tel Aviv

2005 “Body Marks,” Memorial Center, Tivon

2006 “Piece of Art, Peace of Art,” travelling Exhibition   
 with artists from Egypt, Israel, Palestine and   
 Ammersbeck, Germany

 “Intensive Care,” Julie M. Gallery, Tel Aviv

 BFAMI Auction Sale for Tel Aviv Museum of Art,   
 London

2007 “Preview Berlin Art Fair,” Berlin Art Fair, Umtrieb  
 Gallery Artists, Berlin

 “In & Out,” Julie M. Gallery, Tel Aviv

2008 “Black,” Binet Gallery, Tel Aviv

 “The Big Area,” Agora Art, Jaffa

Prizes and Scholarships 

1997 America-Israel Cultural Foundation, Sharet   
 Foundation

2002 “First Portrait,” Israel Lottery Council for the Arts

 “Teacher-Artist,” Israeli Ministry of  Science,   
 Culture and Sport

2008 Prize for the Encouragement of Creation, Ministry   
 of Science, Culture and Sport

 

Ruthi Helbitz Cohen

Mind the Gap, 2008, installation, mixed media on parchment paper cutouts, Herzliya Museum of Contemporary Art 

˙ÈÂÂ˘ÎÚ ˙ÂÓ‡Ï ‰ÈÏˆ¯‰ ÔÂ‡ÈÊÂÓ ¨ËÓ‚¯Ù ¯ÈÈ ˙Â¯Ê‚Ó ÏÚ ˙·¯ÂÚÓ ‰˜ÈÎË ¨≤∞∞∏ ¨Mind the Gap
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image or vision; at the same time, it seems that she underscores her inability to control the material with 

which and upon which she works. She uses the paper to rehabilitate an expressive form of action, a process 

of manual labor that seems all but obsolete. At the same time, this emphasis on the manual may also be 

read as an effect of immediacy, as a form of role playing in the context of which Helbitz Cohen consciously 

engages in an immediate, seemingly unskilled manual action (alluding to occupational therapy practices, 

to the creation of a child or a sick adult). Her choice of material dictates a seemingly traumatic model of 

experience, and involves surprising, unexpected and at times even uncalled-for results.

The qualities produced by the material manipulation of the paper are affiliated with the themes addressed 

in Helbitz Cohen’s work. She examines the instability of identity and selfhood by means of a material – 

parchment paper – that serves to cover, package and preserve other materials in everyday life. The allusion 

to the daily uses of this material directs us towards a horizon pregnant with psychological meaning. At the 

same time, this allusion may also be considered to be a game, a joke almost, concerning the psychological 

dimension of art. Although one cannot decide the question of intentionality, the fragile, vulnerable and 

unstable quality of this form of painting – devoid of both a support and of substance – allows it to be 

associated with symptoms of speculation and remembering, of hallucinations, nightmares or fantasies. Each 

one of these symptoms has the power to bring to life an entire world, yet also to sentence it to death.
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Some Thoughts on Ruthi Helbitz Cohen’s Work

Ory Dessau

Ruthi Helbitz Cohen’s work operates in a graduated manner. In order to capture its unique qualities, one 

must first address each of its layers individually. The initial experience that arises during one’s encounter 

with this body of work directs one’s thoughts to masquerading, to a masked ball – a time and place that 

preclude the possibility of a stable identity; a time and place in which one (unchanging, recognizable) identity 

is removed in order to don another identity (ephemeral, imaginary, creative, artificial, fantasmic, theatrical). 

The arena in which Helbitz Cohen’s ball takes place is a stage set representing a stage set. It presents identity 

as a fiction, a process of acquisition, a performance (as opposed to the deterministic perception of identity 

as an innate essence). Taken to an extreme, Helbitz Cohen’s action in relation to the concepts of identity 

and selfhood represents a stance according to which the “self” is not an origin that precedes and enables 

experience, but rather a product of experience. It is itself a stance, and as such may vacillate and transform 

itself in accordance with changing circumstances. Subjective identity thus does not exist in a manner detached 

from concrete experience; nor can it be related to in terms of a developmental process that enables the “self” 

to overcome the events and practices that influence it and to “continue on its path.” Rather, identity must be 

repeatedly reexamined in relation to these events and practices as they take place.

In order to try and understand the experience shaped by the model of selfhood offered in Helbitz Cohen’s 

work, one must turn to focus on the materials of which it is composed and on the manner in which they 

are treated. Helbitz Cohen’s “masks” are made of paper – layered and painted parchment paper strips 

and cuttings. Created through the use of a mixed technique, these are both works on paper and works in 

paper. Helbitz Cohen removes painting from its support, while transforming the support into the painterly 

material itself. The painting becomes a kind of slough, which points to a process of constant renewal; at the 

same time, it bespeaks a loss of functional abilities, and is imbued with the quality of dead tissue that has 

perhaps been shed due to some form of infection. The marks imprinted on the paper were born of a process 

of deformation, while simultaneously constituting the final – albeit fragile – result of a formative process. 

The movement between these two poles – the deformed and the carefully sculpted – is organized as a ritual 

action – a séance or an exorcism. Helbitz Cohen humanizes the material by means of a thematic of death 

and loss, and the environment surrounding her figures is suspended in a space between sublimation and 

de-sublimation. The paper these works are composed of appears both poisonous and porous; nevertheless, 

it conjures up a hermetic totality. As the work transitions from two dimensions to three dimensions and back 

again, it radiates a secretive quality –  alluding to a form of existence that contains both visible and invisible 

aspects, and which is structured around an unresolved, non-dialectic relationship between the façade and 

what lies beneath it.

Helbitz Cohen’s paper cuttings reveal themselves to have been processed in accordance with a certain plan, 
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eyes, her overall appearance is seductive. This work dialogues with Van Gogh’s Shepherdess (1889), with 

Velázquez’s Infanta and with Duchamp’s Bride.

The use of various animal and vegetal motifs within the painterly space reveals another aspect of Helbitz 

Cohen’s dialogue with Duchamp. The flask – alchemy’s classical symbol of androgyny, which was employed 

by Duchamp in his Large Glass, appears in Helbitz Cohen’s work in the form of a tube, a chimney or a 

mushroom stem. The bird image that recurs in Duchamp’s work (in the 1968 Selected Details after Courbet, 

for instance) also appears in Helbitz Cohen’s work – where a bird placed under a dress, in the vicinity of the 

genital area, alludes to the fulfillment of sexual wishes.

The damsels appear childish and seemingly innocent. They have no hands and at times also no legs, and 

their wide-open eyes are often glazed over and vacant. It seems that all feelings of anxiety and fear have 

been repressed and swept under the dresses of these young damsels/Infantas, which are pasted together 

out of layers of paper (resembling altars or sometimes shaped like crosses). Beneath them, one may glimpse 

images taken from a dark forest: charred tree trunks, poisonous mushrooms, geckos and various kinds 

of cocoons that are being transformed into butterflies and other winged insects. Beside them, or on the 

margins of the exhibition space, sticks wrapped in multiple layers of scotch tape lean against the wall or are 

positioned on the floor like hammers of sorts, initiation sticks or a series of phalluses. It seems that Helbitz 

Cohen attempts to preserve the objects’ physical presence, so that their power is not diminished in relation 

to the viewer’s body.

The painterly power of Helbitz Cohen’s works gives rise to a fragile, ephemeral world. Employing various 

means to endow the paintings with a sickly, non-durable quality, she creates a vulnerable body of works 

that seem fated to an impending disaster. Her work has a careless, “dirty,” theatrical, perverse and infantile 

quality, which may be related to the notion of abject art. This is evident in the reshaping of the body, which 

may be described by means of the Freudian “uncanny” – a mysterious, supra-natural quality that vies with 

the domestic, the familiar and the quotidian and awakens ambivalent feelings. The uncanny effect is also the 

result of a dualistic conception of existence – one that juxtaposes life and death, nature and culture, body and 

mind, presence and absence. The damsel cast in the image of the Infanta – a central motif in this exhibition – 

is a presence that allows the viewer to symbolically project something of himself onto her.



 50 

scotch tape. The use of transparent and non-durable parchment paper, and of additional non-traditional 

materials such as fabric softener and scotch tape, enables her to examine the painterly process itself by 

means of trial and error. This process also involves casting into doubt traditional axioms concerning painting 

techniques and materials.

The image of a doll-like girl accompanies Helbitz Cohen from exhibition to exhibition. In one instance, 

her eyes are wide open like that of an innocent adolescent, and her cheeks are as pink as those of a little 

girl (Princess of Hearts, 2008). In another work (Eating Her Heart Out, 2008), the torn-out heart seems to be 

hanging out of her mouth. The girl is holding two hand grenades in the place of breasts, while charred tree 

stumps appear at her feet.

The exhibition “5 Artists: Wondrous Worlds” at the Helena Rubinstein Pavilion (2009) features a series 

of mixed-media works created by Helbitz Cohen in 2008. The feminine figures in these works, which the 

artist refers to as “damsels,” clearly dialogue with the Infanta in the Spanish artist Velázquez’s painting 

Las Meniñas (1656). This homage builds on Helbitz Cohen’s personal interpretation of the Inanta’s portrait, 

which is related to the central theme of the “girl/doll” in her work. Helbitz Cohen marches the Infanta into 

her own world. This is the “damsel” absent from the dark forest in her works, Alice in Wonderland or Dorothy 

from The Wizard of Oz. Velázquez’s painting is concerned with the interplay between exterior and interior 

(by means of the mirror in which the royal couple is reflected, while the Infanta appears in the center of the 

composition); similarly, Helbitz Cohen “constructs” the “damsel’s” dress out of layers of parchment paper, 

so that the interior is projected onto the exterior, and the two spheres “dissolve” into one another.

The main protagonist of these works is a hollow, glass-like human body divested of its physical attributes, 

and wallowing in its own blood. The various figures are depicted in liminal states of disintegration, while 

some even appear to have reached a state of putrefaction. They tell a tale concerning the dangerously thin 

line between the subject’s lust for life and between the corrosive, acidic quality of the painterly language. 

The painting “attacks” the image, and feels no “remorse” or “guilt” for disfiguring it – for digging into its 

body in order to inflict upon it new wounds and to expose its bare flesh.

The trajectory delineated by this exhibition involves the transformation of a virginal female presence into 

a “bride.” In this sense, the title, form and contents of Helbitz’s work call for a comparison with Marcel 

Duchamp’s The Bride Stripped Bare by Her Bachelors, Even, (1915–1923). Yet unlike Duchamp’s work, in which 

the “bride” is a silent and static “machine,” Helbitz Cohen’s Bride, who sports blue ribbons in her hair, is 

anything but silent. The noisy accessories attached to her body announce her presence: bells are tied to 

her chest and to the garter belt that holds up her transparent pantyhose. Despite the innocent look in her 



 51 

defiance. In his review of Helbitz Cohen’s 2001 exhibition at Tal 

Esther Gallery, Uzi Tzur wrote: “Her paintings contain vestiges of 

pop that have acquired a carnal, emotional quality […] a materiality 

characterized by a thick, opaque layer of primer […] thin outlines 

that are not absorbed but rather coagulate on the surface, not 

before the artist blemishes and injures them.”2 In this exhibition, 

Helbitz Cohen made subversive use of the saccharine Teletubby 

characters, transforming them into nightmarish figures.

Ruthi Helbitz Cohen defines her painting practice in terms of 

decaying, subversive beauty, and has no interest in absolute beauty. 

She abuses her images until they bleed, dirtying them with paint 

drips that are smeared across the oily, transparent paper and laying 

down blotches of color mixed with pigment and fabric softener 

to create a system in which ugliness and difference mesmerize 

the eye. “The paintings involve a game of disappearances [...] an 

erasure and restoration of the image,” Helbitz Cohen remarks. 

Speaking of the works she presented as part of the 1998 exhibition 

“Sweet Dreams” at the Janco Dada Museum, she describes them 

as involving a movement between nightmares and dreams that reveals the ambivalent nature of things – 

both their deceptive and their seemingly sweet, dreamlike quality.

The paintings she presented at the Julie M. Gallery in Tel Aviv in 2003 bespeak the influence of semi-

abstract American painting. Uzi Tzur described them as having “[...] a soft, Mickey Mouse-like quality 

[...] the somewhat flattened figure is painted with popish ice cream colors, and is caught in the throes of 

a nightmarish process of coming into being [...] the head resembles an alien pink ball, while the face is 

smeared with a thick brushstroke resembling dry blood. The nose is smashed, and the surrounding flesh 

is covered with syrupy pink drops. A black pupil wells up out of an action-filled crust, while the viewer’s 

terrified eye remains passive.”3 

Helbitz Cohen paints on the floor, on a surface composed of sheets of parchment paper pasted together with 

Untitled, 2000, mixed media on canvas, 
160 x 110

 ˙·¯ÂÚÓ ‰˜ÈÎË ¨≤∞∞∞ ¨˙¯˙ÂÎ ‡ÏÏ
  ±±∞ x ±∂∞  ¨„· ÏÚ

2 Uzi Tzur, Ha'aretz Friday literary supplement, December 21, 2001 [Hebrew].

3 Uzi Tzur, Ha'aretz Friday literary supplement, March 28, 2003 [Hebrew].
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The Damsels

On Ruthi Helbitz Cohen’s Works*

Varda Steinlauf

Ruthi Cohen Helbitz’s works have evolved in recent years from paintings into three-dimensional works 

characterized by an ambivalent quality: on the one hand, their pinkish-red palette endows them with a 

sweet, seductive character. At the same time, they are distinguished by a painterly fluidity and gestural 

brushstrokes that communicate a sense of terrible fear and distress. New combinations of various aesthetic 

approaches, that have be reprocessed and redefined in contemporary art, call for a new form of art criticism 

and for different critical terms than those employed in the context of modernist and postmodernist discourse. 

One of these terms is “hybridity” – and Helbitz Cohen, like other artists of her generation, engages with this 

theme in various ways.

Hybrid art is defined by the absence of “pure forms” and the creation of new visual categories, which involve 

the use of substitutes and mutations on both the conceptual and material levels. Hybridity also functions as 

a metaphor for contemporary culture, in which old cultural norms lose their power and are fused with new 

radical, hybrid sensibilities. A hybrid aesthetic involves the creation of new categories, the fusion of nature 

and culture and the simultaneous presence of wild, wanton, immoral and sensual elements. These elements 

operate alongside one another, feverishly producing processes that multiply in independent, unexpected 

ways.

The body imagery dominant in Helbitz Cohen’s work has undergone a metamorphosis over time. In 1994, 

the works she presented at the Borochov Gallery in Tel Aviv were concerned with women engaged in various 

forms of female grooming, while sitting on the edge of a sink or toilet. For the 2003 exhibition “Boomerang” 

at the Tal Esther Gallery, she presented terrified heads surrounded by brick walls. Joshua Sobol described 

them in the following manner: “The brick walls of the destroyed city are made out of flesh [...] the blood 

that holds the bricks together, [...] the tormented, skinned faces with open wounds for eyes, poisoned by 

this bleeding wall [...] and here they are in Ruthi’s paintings, appearing as baby clothes put out to wash and 

slapped against the bricks made of flesh and blood, on which childish magic incantations such as ‘abra-

kadabra’ and ‘alkazam’ are emblazoned in letters of blood.”1

Baby clothes put out to wash and inscriptions emblazoned on a wall were also featured in the exhibition “First 

Portrait” at the Helena Rubinstein Pavilion (2003). These works, which are suffused with pain, expressions 

of complaint and a personal cry of protest, make manipulative and cynical use of distortion, movement, and 

*   The series The Damsels' House was exhibited at the Helena Rubinstein Pavilion, Tel Aviv Museum of Art, March–May 2009

1 Joshua Sobol, "Insolentfaces," in Kav Natuy, 6, 2004, p. 31 [Hebrew]. 
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