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Æ®ÆÆÆßÓÚ© ÆÌÈÈ·ÈË¯Â˜„ ÒÙÈÒÙ ÈÂÈÏ„Ó ÍÂ˙· ÌÈ¯ÂÙÈÎ‰

∫È¯˙Á ÈÙÂ‡ ˘È ¨˙ÈÂÂ˘ÎÚ‰ ˙ÂÓ‡· ‰˜È˙Ú–ÂÓÎ ‰˜ÈÎË· ‰ÊÎ ˘ÂÓÈ˘Ï

Ï˘ ÌÂÈÙ‡ Â‡ ¨È¯ÏÂÙÂÙ ¯ÓÂÁÎ ÌÈ˜È˙Ú‰ ÌÈÈÂÓÈ„‰Â ‰˜ÈÎË‰ Ï˘ Ì˙‚ˆ‰

¨ÌÈÓÊ–ÏÚ ¨ÌÈ˜È˙ÚÎ — ÛÂÏÁ È· ¨ÌÈÈ˙Â˘„Á ¨ÌÈÓÏÂˆÓ ÌÈÈÂÂ˘ÎÚ ÌÈÈÂÓÈ„

ÆÈ·ÈËÏÂÙÈÓ Ë˜‡Ï ¯·Ú‰ ˙ÂÓ‡ Ï˘ ÏÂˆÈ‰ ˙‡ ÍÙÂ‰

–˜‰· Ì˙Â‡ ÌÈ‚ÈˆÓÂ ¯·Ú‰Ó ÌÈ·ÈËÂÓ Â‡ ÌÈÈÂÓÈ„ ÌÈÓ‡‰ ÌÈÏ‡Â˘ ÌÈ˙ÚÏ

∫‰˘„Á ˙ÂÚÓ˘Ó Ì‰Ï ‰˜Ó‰ ¯˘

‰Ó„‡‰ ÏÚ ÏËÂÓ‰ ¨Ï·‰ Ï˘ Â˙ÂÓ„ ˙‡ ÈËÓÎÒ ÔÙÂ‡· ‰‚ÈˆÓ‰ ¨·‰̆ ‰È„

Ï˘ ÂÓ˘ ¯ÂÈˆ Í¯„ ¯ÎÊ‡Ó‰ ¨ÏÈÈ‡ È˘È·‡ ª®ÆÆÆßÓÚ© ˙Ï‰˜ ¯ÙÒÓ ËÂËÈˆ Â„ˆÏÂ

˙Â„ÈÁÈ Ï˘ ÌÈÈÂÈÎ· ˜È˙Ú‰ Ì˘‰ Ï˘ Â„Â‰„‰ ˙‡ ®ÆÆÆßÓÚ© ¢¯Â·È‚‰¢ ÔÂ˘Ó˘

ªÏ¢‰ˆ Ï˘

˙È· ¨˙È‚ÂÏÂ‡ÈÎ¯‡ ‰ÈÈ¯ÙÒ ¨ÌÈ˜È˙Ú ÌÈÒÙÈÒÙ ¨‰ÂÈ È·‡ Ï‡ÎÈÓ Æ±
Æ≥π ßÓÚ ¨±π∑∏ ¨ÌÈÏ˘Â¯È ¨Ó¢Ú· ¯˙Î ‰‡ˆÂ‰

˙Â¯ÈˆÈ·  Â‡ˆÓ̆ ÌÈÈ·ÈË¯Â˜„ Ô·‡–ÈÁË˘ÓÓ Ì˙‡¯˘‰ ˙‡ ÌÈ·‡Â˘ ¯È‡Ó Ï˘ Ô·‡‰  È„·¯Ó Æ≤

ÌÈÈÁÓˆ ¨ÌÈ¯È˘Ú  ÌÈÈ¯ËÓÂ‡È‚ ÌÈ·ÈËÂÓ· ÂÈÈÙ‡˙‰˘ ¨˙ÈË‡ÊÈ·‰ ‰ÙÂ˜˙‰Ó  ˙ÒÎ È˙·· ÒÙÈÒÙ

ÆÌÈÈ·ÈË¯Â‚ÈÙÂ



∏π

ÒÙÈÒÙ ˙ÂÙˆ¯Ó Ï˘ ÌÈÈÂÓÈ„Ï  ÌÈÒÁÈÈ˙Ó‰  Ô·‡ È„·¯Ó ˙¯ˆÂÈ ¯È‡Ó ‰ÓÈÒ

‰ÈÈ·‰Â ÔÂÈ‚‰ ˙ÂÙÂ‡· Ô¯Â˜Ó˘ ˙ÂËÂ˘Ù ıˆÁ È·‡· ˙˘Ó˙˘ÓÂ ˙Â˜È˙Ú

˙ÓÂ˘˙ ˙‡ ˙ÂËÈÒÓ ‰È˙Â„Â·Ú· ˙Â·ÏÂ˘Ó‰ ÌÈÏÈÓ‰ ÆÂÈÓÈ ˙Â· ˙ÈÏ‡¯˘È‰

ÆÈÏ‡ÂË˜‡‰Â È˘‚¯‰ ¯·ÚÏ È¯ÂËÒÈ‰‰Â È·ÈË¯Â˜„‰Ó ·Ï‰

˙‡ ˙Â·ÚÏ ‰ÈˆÓ‡Ó· ‰˙Â‡ ‰ÁÓ ¨¯È‡Ó ‰„ÈÚÓ ‰ÈÏÚ˘ ¨˙Â˘ÈÏ˙‰ ˙˘ÂÁ˙

ÌÈÓ‡ Ï˘ Ì‰È˙Â„Â·ÚÓ Ì‚ ‰ÏÂÚ˘  ÈÙÎ Í‡ Æ‰È¯ÂËÒÈ‰‰ ÌÚ ‰Ï˘ ¯˘˜‰

‡Â‰˘Ó ¯˙ÂÈ ¨ÌÈÈ¯ÂËÒÈ‰ ÌÈ˘¯Â˘ ¯Á‡ ˘ÂÙÈÁ‰ ‡˜ÂÂ„ ¨‰ÎÂ¯Ú˙· ÌÈ¯Á‡

‰ÈÊËÙ‰ ÔÈ· ¨¯Â˘È‚Ï Ô˙È È˙Ï· ¯ÚÙ Ï˘ ‰˘ÂÁ˙Â ‰Ï‰· Û˘ÂÁ ¨‰ÓÁ ‰ÂÂ‰Ó

˙ÈÈÙ‡Ó‰ ¨˙Â˘ÈÏ˙‰Â ˙ÂÈÚ¯‡‰ ˙˘ÂÁ˙ ÔÈ·Ï ¯·Ú‰ ÌÏÂÚ Ï˘ Â˙ÂÓÏ˘ ÏÚ

ÆÌÂÈ‰ ÂÓÏÂÚ ˙‡

˙„Â·Ú ˙‡ ÌÈ¯Á‡‰ ÌÈÓ‡‰ ÌÈÙÈÏÁÓ ¨‰Ï‡‰ ÌÈÓ‡‰ ˙˘ÂÏ˘ ÂÓÎ ‡Ï˘

ÌÈ¯ÓÂÁÓ ÌÈÈÂ˘Ú‰ ÌÈÙÈ¯ˆ˙· ÌÂ„˜‰ ÒÙÈÒÙ‰ È·‡ Ï˘ ˙ÈÏÓÚ‰ ıÂ·È˘‰

–Â˜Â ·‰̆ ‰È„ Ï˘ ‚ÂÙÒ‰ ˙ÂÈ·Â˜ ∫¢ÌÈÏÂÊ¢Â ÌÈ˘È‚ ¨ÌÈÈ¯„ÂÓ ¨ÌÈÈ˙ÈÈ˘Ú˙

ÌÈÚ·ˆ‰ ¨‰ÚÓÂß‚ Ì‡ÏÁ‡ Ï˘ ‰˜ÈÓ¯˜‰ ÈÁÈ¯‡ ¨È˙ÈÓ‡ ÏË Ï˘ ˜Á˘Ó‰ ˙ÂÈ·

–Ò˜ÈÙ‰ ¨·È¯ „Â„ Ï˘ ‰‡¯Ó‰ È¯·˘ ¨È‡„ÂÒ ·¯ÓÂ ÏÈÈ‡ È˘È·‡ Ï˘ ÌÈÈÏÈ¯˜‡‰

ÆÔÂ„¯Â‚ Ï˘ ÌÈÏ‚ÏÂ‚Ó‰ ˙Â¯ÈÈ‰Â ÔÈÊÂ¯ Ï‡È„ Ï˘ ÌÈÏ

È¯ÂÙËÓ Ë˜ÈÈ·Â‡Î ÔÈÊÂ¯ Ï‡È„Â ·È¯ „Â„ Ï˘ Ì‰È˙Â„Â·Ú· ˙„˜Ù˙Ó ‰‡¯Ó‰

Æ˙Â‰Ê‰ ˙˘ÂÁ˙ Ï˘ ‰˘Â·È‚ ÍÈÏ‰˙· ¢Ï˜ÏÂ˜Ó¢

Â‡ ¨˙ÂÙÒÂ˙ ÏÎ ‡ÏÏ Ò·˜ ÏÚ Ì˙˜·„‰· Ì‡ ¨˙Â‡¯Ó È¯·˘Ó ÌÈ¯ÂÈˆ ¯ˆÂÈ ·È¯

®ÆÆÆßÓÚ© Æ˙ÂÈ¯ËÓÂ‡È‚ ˙Â¯Âˆ Ï˘ È¯ÂÈˆ ‚¯‡ÓÓ ˜ÏÁÎ

 ˙Â„Á‡ Ï˘ ‡ÂÂ˘≠˙Â˘ÂÁ˙Ï ÒÁÈ· ‰Ï‡˘ ·È¯ ‚ÈˆÓ ‰Ï‡ ÌÈ¯·˘ ˙ÂÚˆÓ‡· 

ÆÔÂ·˙Ó‰ Ë˜ÈÈ·ÂÒ‰ ‰ÂÂÁ ‰˙Â‡ ÏÂˆÈÙ ˙˘ÂÁ˙ ¨ÔÈÙÂÏÈÁÏ Â‡ ¨‰ÓÂ„Ó

®ÆÆÆßÓÚ© Æ·˘ÁÓ ˙ÎÂ˙ ˙ÂÚˆÓ‡· ˙ÈÏËÈ‚È„ ‰‡¯Ó ¯ˆÂÈ ÔÈÊÂ¯ Ï‡È„

‰ÎÂ¯Ú˙· ¯˜·Ó‰ Ï˘ Â˙ÂÓ„ ˙‡ ˘„ÁÓ ‰·ÈÎ¯Ó ÂÊ ˙È·ÈË˜‡¯ËÈ‡ ‰„Â·Ú

–ÂÚÙÏ ‰ÓÂ„ Ï·˜˙Ó‰ ÈÏËÈ‚È„‰ ÈÂÓÈ„‰ ÆÏÏÁ· ˙Ó˜ÂÓÓ‰ ‰ÓÏˆÓ ˙ÂÚˆÓ‡·

¨ÂÈÈÚ „‚Ï ˙È·‰ ¨ÂÊ ˙ÂÓ„ ÌÏÂ‡ ¨Â˙ÂÓ„ ˙‡ ‰ÙÂˆÏ ˙Ù˜˘Ó‰ ‰‡¯Ó‰ ˙Ï

˙ÁÚÙ˙Ó ‡È‰Â ˙˜¯ÂÙÓ ˙¯˙Â ‡Ï‡ ¨ÌÏ˘‰ Â‰‡¯Ó ˙‡ ÂÈÙ· ‰‚ÈˆÓ ‰È‡

ÆÈ˜ÏÁ ÔÙÂ‡· ˜¯

¨˙Â‰Ê‰ ˙˘ÂÁ˙ Ï˘ ‰˘Â·È‚ ÍÈÏ‰˙ ÍÂ¯Î ¨˙ÂÈ˘È‡‰ Ï˘ ÌÈ˜ÈË¯Â‡˙ ÈÙ ÏÚ

–ÓÂ ·ÈËÈÓ ÂÈ‰ ‰Ê ÛÂ˜È˘˘Î ÆıÂÁ·Ó ÛÂ˜È˘· ¨Ì„‡‰ Ï˘ Â˙ÂÁ˙Ù˙‰ ˙Â̆ ·

¯˘Ù‡ ÂÓÓÂ ·Â˘Ï ¯˘Ù‡ ÂÈÏ‡˘ ¨¢ÈÓÈÙ Ô‚ÂÚ¢ Ï˘ ‰˘ÂÁ˙ Ì„˜Ó ‡Â‰ ˜ÈÂ„

‰˘ÂÁ˙ ˙¯ÈˆÈÏ ˙ÂÂÚÓ ÛÂ˜È˘ ¯Â˘˜ ¨ÔÈÙÂÏÈÁÏ Æ˙Â˘˜ ˙ÂÚ˘· ˙ÂÁÂÎ ·Â‡˘Ï
∂Æ˙ÏÂÎÈ ˙¯ÒÁÂ ‰ÓÂ‚Ù ˙Â‰Ê Ï˘

¯˘‡  ßÙÂ¯Ù  ÒÁÈÈ˙Ó ≥˙ÈÚÈ·˘‰ ‰‡Ó‰ „Ú ˙ÈÚÈ·¯‰ ‰‡Ó‰Ó  Ï‡¯˘È  ı¯‡·

ÆÌÈÓÂ„˜‰ ÌÈÒÙÈÒÙ‰ Ï˘ ÌÈÈË˜„È„‰ ÌÈË˜ÙÒ‡Ï ¨‰ÎÂ¯Ú˙‰ ¯ˆÂ‡ ¨‰È„·ÂÚ

–Ó̆ ¨ÌÈÈ‡¯˜Ó‰ ˙ÂÊÁÓ‰ Ï˘ ¨ÈÂÈÚ¯‰Â È˙ÂÊÁ‰ ¨ÈË˜„È„‰ ÌÈÈÙÂ‡ ¨Â˙ÚËÏ

˙‡  ¯˘ÙÈ‡ ¨ı¯‡· ÌÈ˜È˙Ú ˙ÒÎ È˙·· ˙ÂÈË‡ÊÈ·‰ ÒÙÈÒÙ‰ ˙Â¯ÈˆÈ·  Â‡ˆ

ÌÈ¯ÒÓ Ï˘ ‰ÚÓË‰Â ÌÈÏÏÙ˙Ó‰ Ï‰˜Ï ÌÈ¯Á· ‡¯˜Ó È¯ÂÙÈÒ Ï˘ Ì˙ÈÈ˜‰

‰‡ËÈ· ÌÈ¯Á· ‡¯˜Ó È¯ÂÙÈÒ Ì˙Â‡ Ï˘ ‰˜ÈÏÂ·ÓÈÒ‰ ÆÌÈÈÂÈÚ¯–ÌÈÈ˙·˘ÁÓ

–ÂÓ‰ ¨ÌÂ¯ÓÓ ‰ÚÂ˘È Ï˘ ‰˘ÚÓ ¨‰ÏÂ‡‚Â ‰ÏÈÁÓ ∫‰ÂÈÏÚ‰ ‰Á‚˘‰‰ ÈÎ¯„ ˙‡
¥ÆÚÈ˘Â‰ÏÓ Ì„‡‰ È· Ï˘ Ì„È ‰¯ˆ˜ Â· ÌÂ˜Ó· ÚÈÙ

–‰ÂÒÙÂÓÂ Ô„¯È‰ ¯·Ú· ˘¯‚˚ ÁÂ ˙·È˙ ¨®‡ÙÏ‡ ˙È·© ˜ÁˆÈ ˙„È˜Ú Â¯‡Â˙ ÍÎ

‰ÊÚ© ÒÂ‡ÈÙ¯Â‡ ˙ÂÓ„· ÍÏÓ‰ „Â„ ¨˝‰Ë˜‰ ‰ÈÒ‡·˘ ‰ÈÏÈ˜Ï˜· ®ÒÈÒÈÓ© ‰ÈËÒ
µ Æ®‰ÈÒÂÒ ˙·¯ÂÁÂ Ô¯Ú© ˙ÂÈ¯‡‰ ·Â‚· Ï‡È„Â ®Ò‡ÓÂÈÓ

–ˆÂ˙˘ ÒÙÈÒÙ‰ ˙˜ÈÎË ÏÚ ˙ÂÈˆ‡È¯ÂÂ· ˘ÂÓÈ˘ ˙Â˘ÂÚ ‰ÎÂ¯Ú˙· ˙Â„Â·Ú‰

–˙ÏÂ ÌÈÈÂÓÈ„Ï ˙ÂÚÈ·˜Â ˙Â·È˘Á ˙ÂÏÈˆ‡Ó Ô‰ ÍÎ Æ‡ÓÈÈ˜ È· ÌÈÈ¯Â˜Ó‰ ‰È¯

˙ÂÓ‡‰ Ï˘ ÈÁˆ‰ ‰ÈÈÙÂ‡  ÈÎ ‰Ó„  Æ˙Â˜ÒÂÚ  Ô‰ Ì‰·˘ ¨ÌÈÈÂÂ˘ÎÚ‰ ÌÈÎ

˙ÎÈÙ‰ ÈÙÓ ÌÈÓ‡‰ Ï˘ Ì˙„¯Á ÏÚ ÌÈÈÏ‡ÂË˜‡‰ ÌÈ¯˘˜‰· „ÈÚÓ ‰ÓÂ„˜‰

ÆÌÈÈÁˆÏ ¨Ì˙Â‡ ÌÈÙÈˆÓ‰ ÌÈÈ˙Â˘„Á‰ ÌÈÚÂ¯È‡‰

–ÈÎ Ì‚ ¨È˘È‡‰ ¯Â˘ÈÓ· ¨˘¯Ù˙‰Ï ‰ÏÂÎÈ ˜È˙Ú‰ ÌÏÂÚ‰ Ï‡ ˙Â„Ú‰ ˙˜Á¯‰

ÌÈÈÂÓÈ„‰ ÏÂÓ ÈÂÈˆ‰ ·ÈË¯‰ ˙‡ ÈÂ¯È‡ ¯Â‡· ÔÂÁ·Ï ÌÈÓ‡‰ Ï˘ ÌÂÈÒ

Æ¯·Ú· ¨˙¯¯˘‡Ó ‡˙ÎÓÒ‡ ÂÏ ÂÈ‰˘ ¨ÌÈÈ‚ÂÏÂ‡ÈÎ¯‡‰

‰ÓÈÒÂ ÔÈÈË˘˜Â „Â„ ¨ıÙÁ ·˜ÚÈ — ‰ÎÂ¯Ú˙· ÌÈÙ˙˙˘Ó‰ ÌÈÓ‡‰ ÔÓ ‰˘ÂÏ˘

–Ó· ¨˙ÂË˜ ÌÈ·‡ Ï˘ ÔˆÂ·È˘ ˙ÂÚˆÓ‡· ¨˘ÓÓ Ï˘ ÒÙÈÒÙ· ÌÈ¯ˆÂÈ — ¯È‡Ó

ÆÌÈÈÂÂ˘ÎÚ ÌÈÂÂÈÎÏ ‰˜È˙Ú‰ ‰˜ÈÎË‰ ˙‡ ËÈÒ‰Ï ‰¯Ë

‰‡Ó‰Ó ÈÓÂ¯‰ ‰Ê ¨ÒÙÈÒÙ Ï˘ ÌÈÂÒÓ ‚ÂÒ ËËˆÏ Á¯ÂË ıÙÁ ·˜ÚÈ˘ ‰Ú˘·

ÍÂ˙Ó ‰˙˘Ú ÂÊ  ‰˜ÈÎË· Â˙¯ÈÁ· ÈÎ ¨ÔÈÈË˘˜Â „Â„ „ÈÚÓ ¨‰¯ÈÙÒÏ ‰ÈÈ̆ ‰

–Ï˙ ˙ÂˆÂ·˜ ÌÚ ˙ÈÎÂÈÁ‰ Â˙„Â·Ú ˙‡ ˙¯˘Ï ÌÈ¯ÂÓ‡‰ ¨ÌÈÈËÓ‚¯Ù ÌÈÏÂ˜È˘

ÌÓˆÚ  ÔÈ·Ï ÌÈ„ÈÓÏ˙‰  ÔÈ·˘ ‰ÈÎ¯¯È‰‰ ˙‡ ÏË·Ó‰  ÔÙÂ‡· ¨˙ÂÏÂ„‚  ÌÈ„ÈÓ

ÆÂÈ·Ï ÌÈ·Â

˙ËÈÒ¯·ÈÂ‡ ¨¯·ÈÈ¯˘ ‰È‚ ˘¢Ú ˙ÂÓ‡Ï ˙È‡ËÈÒ¯·ÈÂ‡‰ ‰È¯Ï‚· ‰ÓÈÈ˜˙‰˘ ‰ÎÂ¯Ú˙ Æ≥

Æ±ππ≥ ¨·È·‡ Ï˙

¨‰ÎÂ¯Ú˙‰ ‚ÂÏË˜ ¨Ï‡¯˘È ı¯‡· ÌÈ˜È˙Ú‰ ˙ÒÎ‰ È˙·· ÒÙÈÒÙ‰ ˙ÂÓ‡ ¨‰È„·ÂÚ ¯˘‡ Æ¥

¨¯·ÈÈ¯˘ ‰È‚ ˘¢Ú ˙ÂÓ‡Ï ˙È‡ËÈÒ¯·ÈÂ‡‰ ‰È¯Ï‚‰

Æ±≥–∑ ßÓÚ ¨±ππ≥ ¨·È·‡ Ï˙ ˙ËÈÒ¯·ÈÂ‡

‰ÊÁÓ‰ ∫ÌÈÈÙ¯‚≠ÂÂ˜È‡ ˙Â„ÂÒÈ ‰˘ÂÏ˘· ÔÈÁ·‰Ï Ô˙È ÌÈÎ˙‰ ˙ÈÁ·Ó ¨‰È„·ÂÚ ßÙÂ¯Ù ÛÈÒÂÓ ¨ÈÏÏÎ ÔÙÂ‡· Æµ

ÆÂ„ˆÏ˘ ˙Â¯ÂÓ‰Â ˘„Â˜‰ ÔÂ¯‡ ¨˙ÂÏÊÓ‰ Ï‚Ï‚ ¨È‡¯˜Ó‰Æ±≥¥–±≤∏ ßÓÚ ¨±ππ∂ ¨„·ÂÚ ÌÚ ¨˙Â‡ÈˆÓÂ ˜Á˘Ó ¨ËÂ˜ÈÈÂ ÆÂÆ„ Æ∂



±∞±±

πÆÂÁÈ¯ÈÏ ÔÂÙˆÓ˘ ¨¯ß‚ÙÓ

È„È ÏÚ „Î‡Â ÏË·Ó ÈË˙Â‡Â ˜È˙Ú Ë˜ÈÈ·Â‡· ¯·Â„Ó˘ ‰ÈÏ˘‡‰ ˙‡

¨¯ÊÂÁ Ì‚„Ï Â˙ÎÈÙ‰Â ·˘ÁÓ ˙ÈÈÓ„‰· È¯Â˜Ó‰ ÒÙÈÒÙ‰ Ï˘ Â˜Â˙Ú˘

ÆÈ·ÈË¯Â˜„ ¯È˜ ËÙË ÔÈÚÓ

–Â‡È„È‡Ï ˘„ÁÓ–˜Â¯ÈÙÂ ‰˜Á¯‰ Ï˘ ÍÏ‰Ó „Î‡Â ÏÏÂÁÓ ‰Ê ÔÙÂ‡·

–ÏÂÁÓ˘ ÍÏ‰ÓÏ ‰ÓÂ„· ¨˙ÈÈ˙˘ÏÙ‰ ˙ÈÓÂ‡Ï‰ ˙ÂÈË˙Â‡ÏÂ ‰È‚ÂÏ

Æ˙ÈÂÈˆ‰ ‰È‚ÂÏÂ‡È„È‡Ï ÒÁÈ· ÌÈÈÏ‡¯˘È‰ ÌÈÓ‡‰ ÌÈÏ

–¯Ú‰ ‰ÙÂ˜˙‰Ó ‰ÓÂ„˜ ÒÙÈÒÙ ˙ÂÓ‡ ˙‚ˆ‰ Ï˘ ¨ÂÊ ‡ˆÂÓ ˙„Â˜Ó

ÍÂÒÎÒ‰ Ï˘ ˙ÂÈÏ‡ÂË˜‡· Ô„ÂÚÓÂ ÌÎÁÂ˙Ó ÔÂÈ„Ï „Î‡Â ‡ˆÂÈ ¨±∞˙È·

∫ÈÈ˙˘ÏÙØÈÏ‡¯˘È‰

‰ÏÈÈ‡ Û˜Â˙ ‰È¯‡ È·ÈË¯Â‚ÈÙ ÔÂ‚Ò· ¯‡˙Ó‰ ¨ÈÊÎ¯Ó‰ ÈÂÓÈ„‰ ˙‡

–Ó¯ÂÙÒ¯Ë „Î‡Â ¯È·ÚÓ ±±¨ÌÈÈÁ‰–ıÚÎ ÌÈ·Â˙Î· ¯‡Â˙Ó‰ ¨ıÚ ˙Á˙

È„Â·ÈÚ Ï˘ ÌÒÈÒ· ÏÚ ˙Â˘Ú‰ ÌÈ¯ÂÈˆ ˙Â¯„Ò È˙˘· ˙È¯ÂÙËÓ ‰Èˆ

Æ·˘ÁÓ

Ï˘ ‰ÊÂ Û¯ÂË‰ ‰È¯‡‰ Ï˘ ‰Ê ¨ÌÈÈÂÓÈ„‰ È̆ ÌÈÎ˙ÂÓ ‰Ï‡ ˙Â¯„Ò·

‰Ê ˘„Á ÌÈÈ‡ÏÎ ¯ÂˆÈ Æ˙Á‡ ˙ÈÂÏÓ‚ ˙Â˘È È„ÎÏ ¨˙Ù¯Ë‰ ‰ÏÈÈ‡‰

ÔÈ·Â  Û¯ÂË ÔÈ·  ˙È¯˘Ù‡–È˙Ï·‰  ÌÈÒÁÈ‰ ˙Î¯ÚÓ  ÏÚ ‰·È˘Á  ÔÈÓÊÓ

ÂÊ· ÂÊ ˙Â‚ÊÓ˙ÓÂ ˙ÂÒÒÂÓ˙Ó ÌÈÈ̆ ‰ Ï˘ ˙ÂÈÏÓÒ‰ Ì‰È˙ÂÈÂ‰Ê ÆÛ¯Ë

–Á·‰‰ ˙Â¯˘Ù‡ ÌˆÚ ˙‡ Ì‚ ‡Ï‡ ¨Ô˙„¯Ù‰ ˙‡ ˜¯ ‡Ï ÚÂÓ‰ ÔÙÂ‡·

Á¯Â‡· ÌÏÂÚ‰ ˙‡ ˙˜ÏÁÓ‰ ¨˙ÏˆÂÙÓ ‰ÈÈ‡¯ ÌÂ˜Ó· ¨ÍÎ ÆÔ‰ÈÈ· ‰

‰˜ÈÚÓÂ ‰ÒÂÁ„ ˙Î¯ÚÓ ÂÈÈÚ ÏÂÓ ˙¯ˆÂ ¨¢ÌÈÚ¯¢Â ¢ÌÈ·ÂË¢Ï ÈË˘Ù

–¯ÎÓ ˙ÈÒ¯‰ ‰ÚÙ˘‰ ÌÈ·ÈÎ¯Ó‰Ó „Á‡ ÏÎÏ ‰· ¨ÌÈ·ÂÏ˘ ÌÈÏÎ Ï˘

ÆÂ˙ÏÂÊ ÏÚ ˙Ú

ÏÁ‰ Â· ˜ÂÒÈÚ ˙ÂÎÈ˘ÓÓ ÌÈÚ˘˙‰ ˙Â̆ Ó ÏÈÈ‡ È˘È·‡ Ï˘ ÂÈ˙Â„Â·Ú

‰È˘¯Â˘ ÏÚ ˙ÈÏ‡¯˘È‰ ˙Â‰Ê‰ ˙ÈÁ· — ÌÈÚ·˘‰ ˙Â̆ ˙È˘‡¯·

ÆÌÈÈ̆ Ï·‰Â ÌÈÈËÈÏÂÙ‰ ¨ÌÈÈ¯ÂËÒÈ‰‰

ÏÈÈ‡ Ï˘ ˙Â„Â·Ú ˙¯„Ò· ‰Â˘‡¯‰ ‡È‰ ®ÆÆÆßÓÚ© ÌÈÁË˘ ‰„Â·Ú‰

˙ÈËÈÏÂÙ ‰ÂÚË‰ ‰ÏÈÓ‰  ÆÒÙÈÒÙ ÔÈÚÓÎ  Â¯ÈÂˆ˘ ÌÈÏÈÓ· ˙Â˜ÒÂÚ‰

–¯Â˜„ ËÂ˘È˜ ÔÈÚÓÎ ˙‚ˆÂÓ ®ÌÈÁÈË˘ ‰ÏÈÓÏ ÈËÂÙ‰ ÔÂÈÓ„‰ ˙ÏÚ·Â©

È˘Â‡‰ ÈÓˆÚ‰ ·ÂˆÈÚ· ÚÈ¯ÎÓ‰ È˙ÂÁ˙Ù˙‰‰ ·Ï˘‰ ˙‡ ‰ÈÎ Ô‡˜‡Ï ˜‡ßÊ

Æ∑¢‰‡¯Ó‰ ·Ï˘¢

˙ÂÏ·‚ÂÓ ÔÈÈ„Ú  ÂÈ˙ÂÏÂÎÈ˘ ¨ÏÏÂÚ‰  ‰ÂÂÁ ÈÓˆÚ‰ ˘Â·È‚  ˙ÙÂ˜˙· ¨Â˙ÚËÏ

È„È ÏÚ ÂÈ˙ÂÏÂÎÈ Ï˘Â ÂÓˆÚ Ï˘ ˙ÈÈÓÂ„Ó ˙Â„Á‡ ˙˘ÂÁ˙ ¨˙Â˘·Â‚Ó È˙Ï·Â

Â¯È„‚‰˘  ÈÙÎ ¨‰Ê È˙ÂÁ˙Ù˙‰ ·Ï˘ Æ‰‡¯Ó· ˙Ù˜˙˘Ó‰ Â˙ÂÓ„·  ˙ÂÂ·˙‰
∏ÆÂ‚‡‰ Ï˘ Â˙ÂÓ„ ·ÂˆÈÚÏ ÌÈÂ˘‡¯‰ ÌÈÂÂ˜‰ ˙‡ ‰ÂÂ˙Ó ¨Ô‡˜‡Ï

Ì‰È˙Â„Â·Ú· ÌÈÂ˘Â ÌÈÂÂ‚Ó ÌÈÙÂ‡· ÌÈÚÈÙÂÓ ¨‰ÈÈ·‰ Â‡ ¨˜Â¯ÈÙ‰ ˙ÂÂÈÒ

∫‰ÎÂ¯Ú˙· ÌÈ‚ÈˆÓ‰ ÌÈÓ‡‰ Ï˘

–Ë‰ ˙ÂÙˆ¯Ó Ï˘ ÌÈÈÂÓÈ„‰ ˙¯„Ò ÍÂ˙Ó ˙Á‡ ‰¯ÈˆÈ ‚ÈˆÓ ®ÆÆÆßÓÚ© Ú·‚ È·Èˆ

–‰·Â Â˜Â¯ÈÙ· ˙ÈÈÙ‡˙Ó ÂÊ ‰¯„Ò ÆÌÈ̆ ‰ ÍÏ‰Ó· Á˙ÈÙ ‰˙Â‡ ¨®˙ÂË‡Ï·© Âˆ¯

Æ¯ÎÂÓ‰ ÈÂÓÈ„‰ Ï˘ ˘„ÁÓ≠Â˙·Î¯

–ÈˆÓ‰ ¨ÌÈÈ„ÓÓ≠·¯ ÌÈ¯ÂÈˆ Ú·‚ ¯ˆÂÈ ˙ÂÂ¯Á‡‰ ÌÈ̆ ‰Ó ˙ÂÙˆ¯Ó‰ È¯ÂÈˆ·

ÆÌÈÈÂÓÈ„ Ï˘ ˙ÂˆˆÂÙ˙‰Â ˙Â˜¯Ù˙‰ Ï˘ ˜Ó˜ÓÁ ‰·Ó ÌÈ‚

–¯ ¨Ú·‚ Ï˘ ˙Â¯Á‡ ˙Â¯„ÒÓ ÌÈÈÂÓÈ„ ÌÈ„‰„‰Ó Ô‰Ó˘ ¨‰Ï‡ ˙ÂÈÂˆˆÂÙ˙‰

–„Â‰Ó ÌÈÈ·Ó ÌÈÈÈÙ‡Ó Ô‰· Û˘ÂÁ ÛÒÂ Ë·Ó Æ˙ÂÈËÂÙÒÎ ÔÂ˘‡¯ Ë·Ó· ˙Â‡

–Â˙È „ˆÏ ¨˙Â¯Âˆ ÔÈ· ÌÈ¯˘˜‰ ‡Ï‡ ¨ÈÎ¯¯È‰ ÈËÓ˙ ÊÎ¯Ó ÌÈÚÈˆÓ ÌÈ‡˘ ¨ÌÈ˜

Æ˙ÂÚ¯Ù‰Â ÌÈ˜

‰˜ÊÁ‰ ˙Â˜¯Ù˙‰‰ ˙˘ÂÁ˙ Û‡ ÏÚ ¨˙ÂÓÏ˘Ï ÌÈ˘·‚˙ÓÂ ÌÈÙ¯ËˆÓ ÌÈ˜ÏÁ‰

ÆÌ‰Ó ‰ÏÂÚ‰

‰˙È‰ ¨˙Â·¯ ÌÈ̆ ‰Ê Ú·‚ Ï˘ Â˙¯ÈˆÈ· ÈÊÎ¯Ó ÈÂÓÈ„Î ˙„˜Ù˙Ó‰ ¨˙Ùˆ¯Ó‰

ÆÈ‡·Â ÏÎÈ¯„‡ ‰È‰˘ ¨¯·‚ ‰·Â˜ ¨ÂÈ·‡ Ï˘ Â˙„Â·Ú ˙·È·Ò· ÁÈÎ˘ Ë˜ÈÈ·Â‡

ÏÓÒÏ ÔÓÊ‰ ˙Â·¯· ‰ÎÙ‰ ı¯‡‰ Ï˘ ‰˙ÈÈ·Ï ˙ÈË¯˜Â˜‰Â ˙È˘ÓÓ‰ ‰˙ÓÂ¯˙

˙ÈÈËÏ‰ ‰ÏÈÓ‰ Ï˘ È·¯Ú ˘Â·È˘ ‡È‰ ‰Ë‡Ï· ‰ÏÈÓ‰© Æ¢˙È·¯Ú ‰„Â·Ú¢ Ï˘

Æ®ÁÂÏ ‰ÚÓ˘Ó˘ Plata
¨˙ÈËÈÏÂÙ ˙ÂÚÓ˘Ó·  Ú·‚ Ï˘ Â˙¯ÈˆÈ· ÔÂÚË ¨‰¯Â‡ÎÏ  ÈÏ‡· ¨‰Ê Ë˜ÈÈ·Â‡

˙‡Ê ÌÚ Æ˙ÈÏ‡¯˘È‰ ‰¯·Á· ÒÂ‡Î‰Â ˙ÈÎ¯Ú‰ ˙Â˜¯Ù˙‰‰ ˙˘ÂÁ˙· ˙˜ÒÂÚ‰

Ï˘  ˙ÂÈ¯Âˆ‰ ˙ÂÈÂÎÈ‡· ˜ÒÂÚ‰ ¨ÈË˙Ò‡ ÔÂÈ„Ï Ì‚ ÌÂ˜Ó „ÁÈÈÓ  ‡Â‰

ÆË˜ÈÈ·Â‡‰

ÔÂËÏ˘ ˙ÙÂ˜˙Ó ¯È„Â ÌÂ„˜ ÒÙÈÒÙ ‰ÏÈÁ˙ ÂÁÈ¯È Â˙„Â·Ú· ËËˆÓ „Î‡Â ÛÈ¯˘

¨¯‡ÂÙÓ ‰Ùˆ¯ ÒÙÈÒÙ Â‰Ê  Æ®ÆÆÆßÓÚ© ¨‰¯ÈÙÒÏ  ˙ÈÈÓ˘‰ ‰‡Ó‰Ó ‰ÈÓÂ‡ ˙È·

≠Ï‡ ˙·¯ßÁ· Ì‡˘È‰ ÛÈÏÎÏ ÒÁÂÈÓ‰ ÔÂÓ¯‡· ˙ÂÎÏÓ‰ ÒÎ ¯„Á „ÈÏ ‡ˆÓ̆
¨±π∑∏ ¨Ó¢Ú· ¯˙Î ‰‡ˆÂ‰ ˙È· ¨˙È‚ÂÏÂ‡ÈÎ¯‡ ‰ÈÈ¯ÙÒ ¨ÌÈ˜È˙Ú ÌÈÒÙÈÒÙ ¨‰ÂÈ È·‡ Ï‡ÎÈÓ Æπ

Æµµ ßÓÚ

Æ‰¯ÈÙÒÏ ±∞ππ–∂≥≥ ÌÈ̆ Æ±∞

Æµµ ßÓÚ ¨ÌÈ˜È˙Ú ÌÈÒÙÈÒÙ ¨‰ÂÈ È·‡ Ï‡ÎÈÓ Æ±±
Æ‰¯ÈÙÒÏ ±∞ππ≠∂≥≥ ÌÈ̆ ∑ ÆÌÈ˘„ÂÁ ±∏–∂ ÌÈ‡ÏÈ‚Ï ÒÁÈÈ Â˙Â‡ ·Ï˘ Æ∑

8. J. Laplanche,J.-B. Pontalis, The Language of Psychoanalysis, London, Karnac
Books, 1988, pp 250-251.
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ÍÎ Æ‰˙È·Ï ‰„‡ÙÈ˙È‡‰ Ï˘ ¢‰˙˘ÈÏÙ¢ ˙‡ ¯‡˙Ï ˙Ó ÏÚ ®ÆÆÆßÓÚ© ÌÈÚÂ·ˆ

–ËÂ¯·‰Â ÌÈ¯ÎÂÓ‰ ‰ÓÁÏÓ‰ ÈÏÎ Ï˘ ˙È·ÈÒ¯‚‡‰ Ì˙¯È„Á ˙‡ ‰˘ÈÁÓÓ ‡È‰

˙·˘Â˙ ˙ÈÏ‡¯˘È ‰ÈÈ·¯Ú ¨‰ÚÓÂß‚ Æ˙È˙È·‰ ˙ÂÈÓÈËÈ‡‰ Ï˘ ‰·ÈÏ ·ÏÏ ÌÈÈÏ

ÏÂ·‚‰ ÏÚ ÌÈÈÁ‰ Æ‰˙Â‰Ê ˙¯„‚‰· È˘Â˜ ÏÚ ‰„ÈÚÓ ¨˜Â¯È‰ Â˜Ï ‰ÎÂÓÒ‰ ‰·ÈÈË

–„‚‰ ˙‡ ÌÈ˘Ë˘ËÓ ¨Í„È‡Ó ˙ÈÈ˙˘ÏÙ‰Â „ÁÓ ˙ÈÏ‡¯˘È‰ ¨˙ÂÈÂ˘È‰ È˙˘ ÔÈ·

ÆÍÂÒÎÒ‰ „˜ÂÓÏ ¨‰Á¯ÂÎ ÏÚ· ¨‰˙Â‡ ÌÈ·¯˜ÓÂ ‰È¯Â‚Ó ÌÂ˜Ó Ï˘ ÂÈÙÂ‡ ˙¯

–Ó· ˜ÂÒÈÚÏ ‰˙Â‡ ÏÈ·Â‰˘ ÍÈÏ‰˙‰ ÏÚ ‰„ÈÚÓ ‡È‰ ÌÈ„ÏÈ ‰˘ÈÓÁÏ Ì‡Î

–˘· Ï¢‰ˆ Ï˘ ˙È·ÈÒËÈ‡‰ Â˙ÂÏÈÚÙ Ïˆ· ˙ÈÏ‡¯˘ÈØ˙È·¯Ú‰ ˙Â‰Ê‰ ˙‡ÂÂ˘

ÆÌÈÁË

‰· ‰ÙÂ˜˙· ¨‰È„ÏÈ È¯ÂÈˆ Ï˘ Ì˙‡¯˘‰· ‰ÚÓÂß‚ È„È ÏÚ ‰˙˘Ú ÂÊ ‰„Â·Ú

È¯ÂÈˆÏ ‰‚¯„‰·  ÂÎÙ‰ ÌÈ¯ÂÈˆ‰  ∫‰Î˘‰  Ì¯Î–ÏÂË· Ô‚Ó  ˙ÓÂÁ Úˆ·Ó Í¯Ú

˙‡ ÌÈˆÈˆÙÓ‰ ÌÈ˜ÂÒÓ· ˙È˙ÈÈÙÎ‰ ‰ÈÈÙˆ‰Â ÂÚÓ˘̆ ıÙ‰ ˙ÂÏÂ˜ Æ‰ÓÁÏÓ

‰È˜ÂÒÈÚ ˙‡ ˘ÂËÏ ‰Ï ÂÓ¯‚Â ˙È·· ÌÈÈÁ‰ ˙ÂÂÏ˘ ˙‡ ¨‰È¯·„Ï ¨Â¯Ú¯Ú ¯ÈÚ‰

Æ‰˘„Á‰ ÌÈÈÁ‰ ˙Â‡ÈˆÓ· „˜Ó˙‰ÏÂ ÌÈÓ„Â˜‰

È˘È‡‰ „È˙Ú‰ ∫˙˘‡Â ‰„¯ÁÂ ˙ÂÚÈ‚Ù ˙˘ÂÁ˙ ‡È‰ Û‡ ˙‡Ë·Ó È˙ÈÓ‡ ÏË

˙ÂÈ·Â˜Ó ÈÏ‡ÂËÒ˜Ë ÍÂ·Ó Ï˘ Â˙ÈÈ· È„È ÏÚ ˙È·‰ ‚˘ÂÓÏ ÌÈ¯˘˜ ÈÓÂ‡Ï‰Â

Æ®ÆÆÆßÓÚ© ˙ÂË˜ ıÚ

Ú‚¯ ‰ÊÈ‡·¢ ∫¯ËÒÂ‡ ÏÂÙ Ï˘ ËÒ˜ËÓ ˙ÂÁÂ˜Ï ‰˙„Â·Ú· ˙ÂËËÂˆÓ‰ ÌÈÏÈÓ‰

–‰˘Î ø˙ÂÂÏÁ‰ ˙‡ ÌÈ˜¯ÙÓ˘Î øÂÈÏÚÓ ¯ÒÂÓ ‚‚‰˘Î ø˙È· ˙ÂÈ‰Ï ˙È· Ï„Á

¨„Á‡ ÌÂÈ ¨Ê‡ÂÆÆÆøÔÈÈ· ˙ÏÂÒÙ Ï  ̆‰Ó¯ÚÏ ÍÙ‰ ‡Â‰ Ú‚¯ ‰ÊÈ‡· øÌÈÒ¯Â  ̃˙Â¯È˜

¯Â·ÚÏ ÍÏ È„ ¨‰Î ÏÚ ‰¯˙Â ˙Ï„‰ Ì‡ Ï·‡ ÆÍ˙È· ˙Â¯È˜ ÛÂÒ·Ï ÌÈËËÂÓ˙Ó

„¯ÂÈ Ì‡ ¯·„ ÔÈ‡ ¨ÌÈÓ˘‰ ˙ÙÈÎ ˙Á˙ ÔÂÏÏ ÌÈÚ ÆÌÈÙ· ·Â˘ ‰˙‡ ‰‰Â ‰Î¯„
±≤ ¢Æ·¯ ÔÓÊ Í˘ÓÈ‰Ï ÏÂÎÈ ‡Ï ‰Ê È¯‰ ÆÌ˘‚

Â· ‰˘ÂÚ˘ ˘ÂÓÈ˘‰ ¯Â‡Ï „ÁÂÈÓ· ¯¯ÓˆÓÂ „È¯ËÓ ¯ËÒÂ‡ Ï˘ ‰Ê ËÂËÈˆ

Æ˙Î˘Ó˙Ó‰ ‰„ÙÈ˙È‡‰ ˙ÙÂ˜˙· ˙ÈÏ‡¯˘È‰ ˙Â‡ÈˆÓ‰ Ï˘ ¯˘˜‰· È˙ÈÓ‡

–¯Ù‰ ¯„‚ ¨ÔÂÁËÈ· ∫‰ÈÏ‡ÂË˜‡‰ ÔÂ‚¯ßÊÏ ˙ÂÎÈÈ˘‰ ˙ÂÈˆËÂÂ˜· ˙ÂÚË ÌÈÏÈÓ‰

ÆÆÆ¯Â‰ÈË ¨ÌÈ˙· ˙ÒÈ¯‰ ¨‰„

Ï˘ ˙ÂÏÈÚÙ ˙¯¯ÂÚÓ ¨ÈÓÂ‡Ï È¯ÂÙËÓ Â‡ ¨ÈË¯˜Â˜Â È˘È‡ ˙È· ¨˙È·Ï ‰‚¯Ú‰

˙¯‚ÒÓ· ÈÚˆÓ‡Ï ˙ÎÙÂ‰Â ˙ÂÎÈÈ˘‰ ˙˜È„·Ï ˙ÙÁÂ„ ¨ËÏÙÓ ÌÂ˜Ó ¯Á‡ ˘ÂÙÈÁ

Æ˙Â‰Ê‰ ˙¯„‚‰Ï ˙ÂÂÈÒÈ‰

–ÈÓ· ¯„‚ÂÓ ¨˙È·–¯ÒÁÏ ˙È·–ÏÚ·–˙ÂÈ‰ ÔÈ· ¨ÒÂ‡ÎÏ ¯„Ò ÔÈ· ıˆÂÁ‰ ˜„‰ Â˜‰

–Ó¯„‰ ¨˙ÈÏ‡¯˘È‰ ˙Â‡ÈˆÓ‰ Ú˜¯ ÏÚ Æ˙Ï„‰ ˙ÂÚˆÓ‡· ¯ËÒÂ‡ ÏÂÙ Ï˘ ÂÈ˙ÂÏ

–ÒÁÏ ˙ÎÙÂ‰ ¨„·Î È·ÈË‡ÈˆÂÒ‡ ÔÚËÓ ‰·‚ ÏÚ ˙‡˘Â̆ ¨ÂÊ ˙È¯·Ú ‰ÏÈÓ ÆÈ·ÈË

Shta – ∫˙Â¯·‰ È˙˘Ï ˙ÚËÂ˜Ó ‡È‰˘Î ¯ÓÂÁÂ Ï˜ ¨ÈÊÚÂÏ‰ ‰˙ÂÈ‡· ¯˘Ù ˙¯

ÌÚ ÂÈÒÁÈ· È·ÈÒÒ·Â‡ ÔÙÂ‡· ÌÈ˜ÒÂÚ‰ ¨Ï‡¯˘È Ï˘ ÌÈÈÓÈÙ‰ ÌÈ„Â˜‰ ÆHim
¨®¢¯Â‰ È‚Ò¢© ÔÓ‡‰ Ï˘ ÈÓˆÚ‰ Ë¯Ë¯ÂÙ‰ ÆÈÂ¯È‡ „ÓÓ Ô‡Î ÌÈÏ·˜Ó ¨ÌÈ·¯Ú‰

·¯ÚÓ‰ ¨ÈÏ‡¯˘È‰ ÈÓÂËÂÎÈ„‰ ·ˆÓ‰ ˙‡ ˘È‚„Ó ¨˙ÂÓÂˆÚ ÌÈÈÈÚ·Â  ÌÂ¯ÈÚ·

ÆÌÈÁË˘· È‚¯Ë‰ ·ˆÓ‰ Ï˘ ‰˘ÁÎ‰ ÌÚ ‰ÓÂˆÚ ˙ÂÚÈ‚Ù

 Â˙Â‡ ¨®ÆÆÆßÓÚ© ÔÂ˘Ó˘ Ï˘ ÂÓ˘ ÏÈÈ‡ Ï˘ ˙¯Á‡ ‰„Â·Ú· ÚÈÙÂÓ ‰ÓÂ„ ÔÙÂ‡· 

ÏÚ·Î ¯‡Â˙˘ ¨®˘Ó˘ ‰ÏÈÓ‰ ÔÓ ¨ÔÂ˘Ó˘© ÌÈÈ‡‚Ù ÌÈÈÈÙ‡Ó ÏÚ· È¢Î˙ ¯Â·È‚

–‰‰ „·ÏÓ Æ¯ÂÓÁ ÈÁÏ· ÌÈ˙˘ÈÏÙ ÛÏ‡ ‚Â¯‰Ï ÂÏ ¯˘ÙÈ‡˘ ¨ÈÚ·Ë ÏÚ ÈÒÈÙ ÁÂÎ

¯˙ÂÈ ˙Â·Â¯˜ ˙ÂÈ‡·ˆ ˙ÂÈˆ‡ÈˆÂÒ‡ Ì‚ ¢ÔÂ˘Ó˘¢ Ì˘‰ ¯¯ÂÚÓ ¨È‡¯˜Ó‰ ¯˘˜

‰ÓÁÏ˘ ¨ÔÂ˘Ó˘ ÈÏÚÂ˘ ˙„ÈÁÈ Â‡¯˜ ‰Ê È‚ÂÏÂ˙ÈÓ ¯Â·È‚ Ï˘ ÂÓ˘ ÏÚ ∫ÂÓÊÏ

–Ú˙ÒÓ‰ ˙„ÈÁÈ ¨ÔÂ˘Ó˘ „Â„‚ ¯˙ÂÈ ¯ÁÂ‡ÓÂ ı¯‡‰ ÌÂ¯„· ˙Â‡ÓˆÚ‰ ˙ÓÁÏÓ·

Æ‰Â˘‡¯‰ ‰„‡ÙÈ˙È‡‰ ÔÓÊ· ‰ÊÚ· ‰ÏÚÙ˘ ¨ÌÈ·¯

È„˜ÙÓ ˙Á„‰Â ¢È˙Ú·‚ ÈËÙ˘Ó¢ ¨®±π∏∏© ‰Â˘‡¯‰ ‰„ÙÈ˙È‡‰ ÈÚÂ¯‡ ˙Â·˜Ú·

Æ˙ÂÓˆÚ·Â ÌÈ·‡· ˙Â˜ÒÂÚ‰ ˙Â„Â·Ú Ï˘ ‰¯„Ò ÏÈÈ‡ ¯ˆÈ ¨¢ÔÂ˘Ó˘¢ ˙„ÈÁÈ

¨¯ÂÓÁ–˙ÒÏÂ ˙ÂÓˆÚ ¨ÌÈÒ¯Á ¨ÌÈ·‡ ÌÈ¯ÎÊ‡Ó‰ ÌÈÈÂÓÈ„ ÔÈ· Ûˆ ÔÂ˘Ó˘ Ì˘‰

ÆÈ‡¯˜Ó‰ ¯ÂÙÈÒ‰ Ï˘ ÂÂ ‰ßÊ„ ÔÈÚÓÎ

–‡ÙÈ˙È‡ ˙Â·¯Â˜Â ¯Â¯Ë ÈÚ‚Ù Ï˘ ˙Â‡˜ÂÈ„ ÌÈÂ˙ÈÚÓ ‰˜È˙ÚÓ È‡„ÂÒ ·¯Ó

Ï·ÒÂ Ô„·Â‡ Ï˘ ˙ÈÓÂÈÓÂÈ‰ ˙Â‡ÈˆÓ‰ ˙‡ ¯‡˙Ï ÔÂˆ¯ ÍÂ˙Ó ¨¢‡ˆ˜‡ ≠Ï‡¢ ˙„

„·‰  È·‚  ÏÚ ˜ÈÏÈ¯˜‡‰ ÈÚ·ˆ ˙Á‰ ÔÙÂ‡ ÆÍÂÒÎÒ‰ Ï˘ Ò¯˙Ó‰  È„ˆ  È̆ Ó

–ÚÂ̆ ¨˙È˙¯ÂÒÓ ˙È˘ ˙ÂÓÂ‡ ˙Â¯ÈÎÊÓ‰ ¨˙ÂÈ·ÈË¯Â˜„ ‰Ó˜¯ ˙Â„Â·Ú ‰˜ÁÓ

‰˙ÂÈÂÚ·ˆ ÏÚ ¨˙ÈÏÓÚ‰ ‰˜ÈÎË‰ ÔÈ· ÛÈ¯Á „Â‚È ¯ˆÂ ÍÎ Æ˙È·‰ ËÂ˘È˜Ï ‰„

–Â˘„Á ÌÈÚÂ¯È‡Ó ÌÈÂÊÈ‰ ÌÈÎ˙‰ ÔÈ·Ï ¨ÌÈÈ¯Â˜Ó‰ ÌÈÈ·ÈË¯Â˜„‰ ‰È˘ÂÓÈ˘Â

Æ‰‡̆ Â ˙ÂÓÈÏ‡ È‚ÂÙÒ ÌÈÈ˙

Æ‰·‰Ï  ˙¯Âˆ È„ÎÏ ÌÈ¯Â¯Ù‚  ˙Â‡ÒÙÂ˜ È‡„ÂÒ  ‰¯·ÈÁ ®ÆÆÆßÓÚ© ˘‡  ‰„Â·Ú·

¢ÌÈˆ·ˆ·Ó¢‰ ¨¯Â¯Ë ÈÚ‚Ù Ï˘ ÌÈÓÂÏˆ˙ Ô‰ÈÏÚ Â˜·„Â‰Â ÂÚ·ˆ ˙Â‡ÒÙÂ˜‰

Æ˙Â·‰Ï‰ ÍÂ˙Ó

–·Â‡Ó ‰˙ÚÂ˙˘ ˘‡ È‰ÂÊ Í‡ ¨˙ˆ¯Ù˙Ó ˘‡ Ï˘ ÌÓÂ‡ ‡Â‰ ¯ˆÂ̆ ÈÂÓÈ„‰

Æ‰‡ÂÙ˜ ¨˙

ÌÈ˘‡ ˙ˆÂ·˜Ï ‰ÁÈˆÓ ˙Â„Ú ˙˘Ó˘Ó ¨„Ú–Ï‚ Ï˘ ÈÙÂ‡ ˙‡˘Â‰ ¨ÂÊ ‰„Â·Ú

–¯Â˜‰ Ï˘ Ì‰ÈÙ Æ¯Ó‰ ÌÏ¯Â‚ ˙‡ ÌÈ˜ÏÂÁ Ì‰ Í‡ ¨‰ÊÏ ‰Ê ÌÈ¯Ê ÂÈ‰ Ì‰ÈÈÁ·˘

ÆÂÚ„‚̆ ÌÈÈÁÏ ÔÂ¯ÎÈÊ ÌÈ¯È˙ÂÓ ˙Â·

‰˜ÈÓ¯˜ ÈÁÈ¯‡ È·‚ ÏÚ ÌÈÈ¯„ÂÓ ˜˘ ÈÏÎ Ï˘ ÌÈÈÂÓÈ„ ˙Ë¯ÂÁ ‰ÚÓÂß‚ Ì‡ÏÁ‡Æ±ππµ ¨„ÁÂ‡Ó‰ ıÂ·È˜‰ ¨˙Â„È„·‰ ˙‡ˆÓ‰ ¨¯ËÒÂ‡ ÏÂÙ Æ±≤



±¥±µ

 ‰„·ÂÚ ÈÎ Û‡ ¨ÌÂ„˜‰ ‰„Â·Ú‰ ÍÈÏ‰˙ ˙‡ ‰˙„Â·Ú· ¯ÊÁ˘Ï ‰„ÈÙ˜Ó ·‰̆  

ÍÎ ¯Á‡ ¨˜ÈÏÈ¯˜‡ ÈÚ·ˆ· ˙ÂÚ·ˆ ‚ÂÙÒ‰ ˙ÂÒÈÙ ∫‰ÙÂˆ‰ Ï˘ ÂÈÚÓ ˙ÓÏÚ ÂÊ

¨ÛÈ¯ˆ˙Ï ˘„ÁÓ ˙Â‚¯‡˙Ó ÛÂÒ·Ï ˜¯Â Ú·ˆ ÈÙÏ ˙ÂÓ¯Ú‰ ˙ÂÈ·Â˜Ï ˙ÂÎ˙Á

Æ˘‡¯Ó ÔÎÂ˙Ó‰ ÈÂÓÈ„Ï Ì‡˙‰·

˙Â„ÈÁÈÎ ˙ÂÈ„Ú‰ ÒÙÈÒÙ‰ È·‡Ï ÒÁÈ· ˙Â„˜Ù˙Ó ˙ÂÒ‚‰ ‚ÂÙÒ‰ ˙ÂÎÈ˙Á

–ÏÈ ‰‰ÈÓÎ ÍÂ˙Ó ÈÏÂ‡ ¨È·È‡ ÈÙÂ‡ ˙ÂÏÚ· ¨˙ÂÏ„‚ÂÓ ¨¢˙ÂÁÙÂÓ¢ ˙ÂÈ¯ÏÂ„ÂÓ

¨˙ÂÎ¯ ˜Á˘Ó ˙ÂÈ·Â˜ Ï˘ ÈÂÈÓ„ ÒÂÓÒÂ˜Â¯˜ÈÓ Ï˘ Â˙‡È¯·Ï ˙˘‡Â ˙È„

ÆÔ‰ÈÏÚ ˙¯ÈÂˆÓ‰ ˙ÓÈÈ‡Ó‰Â ˙ÈÙ˜Â˙‰ ˙Â‡ÈˆÓ‰ ˙‡ ËÚÓ· ¢ÂÎÎ¯È¢˘

ÈÂÙ¯ ÁÂÓ ‡Â‰˘Î  ∫˙È˙¯‚˘≠‡Ï ‰ÁÂ˙· Ï‡¯˘È Ï‚„  ˙‡ ¯‡˙Ó ıÙÁ ·˜ÚÈ

–ÈÈ·Â‡ Ï˘ ÈÂÓÈ„Î ‚ˆÂÓ ‡Â‰ ‰Ê ÔÙÂ‡· Æ®ÆÆÆßÓÚ© Ô¯Â˙ ÏÚ ÛÙÂ˙Ó ÂÈ‡ ¨ÏÙÂ˜ÓÂ

˙„Â·Ú ÆÍÂ¯Â ‰ÏÓÁÏ ‰˜Â˜Ê‰ ¨‰ÚÂˆÙ ‰ÈÁ Ï˘ ‰Èˆ‡ÈˆÂÒ‡ ¯ˆÂÈ‰ ¨ÚÈ‚Ù Ë˜

‰ÁÂÎÏ ÏÓÒ — Ï‚„‰ Ï˘ ÂÈÂÓÈ„Ï ˙È˘Â‡Â ‰‚Â ˙ÂÚÓ˘Ó ‰˜ÈÚÓ ÂÊ ÒÙÈÒÙ

ÆÈÂÈˆ‰ ·ÈË˜ÏÂ˜‰ Ï˘ ÌÂÏÁ‰ ˙Ó˘‚‰Ï ÏÓÒ ¨‰È„Ó‰ Ï˘ ÈÂ·È¯‰

Ô‚Ó Ï˘ ˙Â„Á‰ ÂÈ˙ÂÈÂÂÊÂ ÌÈ¯˘È‰ ÂÈÂÂ˜ ÏÚ ¨Ï‚„‰ Ï˘ È¯Â˜Ó‰ ÈÙ¯‚‰ ÈÙÂ‡‰

ÍÎ¯˙Ó ‰Ê ÈÙÂ‡ ÆÁ˙ÓÂ  ˙È¯·‚  ˙Â˘˜Â Ï˘  ‰˘ÂÁ˙  ÌÈ¯ˆÂÈ ¨ÂÊÎ¯Ó·˘ „Â„‰

Æ‰ÒÈ¯˜Â ˙ÂÒÈÙ¯ Ï˘ ‰˘ÂÁ˙ ˙¯ÈˆÈÏ „Ú ıÙÁ Ï˘ Â˙„Â·Ú·

¨ßıÈ·Â·ÈÈÏ Â‰ÈÚ˘È ßÙÂ¯Ù Ï˘  ‰¯ÈÓ‡Ó Ú·  ‰„Â·ÚÏ ÔÂÈÚ¯‰ÆÆÆ¢ ∫ıÙÁ ·˜ÚÈ

ÂÚË· ¨ÏÓÒÏ ¯ÓÂÁ‰ ÔÈ· „È¯Ù‰ ÍÎ·Â ¨ß‰Ê‰ ËÂË¯ÓÒ‰ß Ï‚„‰ ˙‡ ÂÓÊ· ‰ÈÎ˘
±≥¢ÆÆÆ·‰Ê‰ Ï‚ÚÏ ÍÙ‰Â ˙Ë˘ÙÂÓ‰ ˙ÈÏÓÒ‰ Â˙ÂÎÈ‡Ó ÔÓÊ‰ ÌÚ „·È‡ Ï‚„‰ ÈÎ

¨ÌÈ‚ÂÏÂ‡ÈÎ¯‡ ÌÈ‡ˆÓÓ ˙Â·˜Ú·  Â·ˆÂÚ˘  ¨ÌÈ¯Á‡‰ ‰È„Ó‰ ÈÏÓÒÏ „Â‚È·

–Ë‰˘ ¨˙ÂÈÓÂ‡Ï‰ ˙ÂÈÂÚÓ˘Ó· ÒÂÓÚ ÂÏÂÎÂ ˙ÈÒÁÈ ˘„Á ÈÙ¯‚ ÏÓÒ ‡Â‰ Ï‚„‰

‡ˆÓÓ ÔÈÓÎ È¯„ÂÓ‰ Ï‚„‰ ˙‚ˆ‰ Æ˙ÈÂÈˆ‰ ‰ÚÂ˙· ÂÈÎÈ˘ÓÓÂ Ïˆ¯‰ Â· ÂÈÚ

Æ¯Â·È‚ ÈË‡Î Â˙Â‡ ‰‚ÈˆÓÂ Â˙ÂÚÓ˘Ó ˙‡ ˙˘·˘Ó ˜È˙Ú È‚ÂÏÂ‡ÈÎ¯‡

‰ÈÒ˜ÏÙ¯ — ˙ÂÓ‡‰ ˙Â„ÏÂ˙ ÌÂÁ˙Ó ËÂËÈˆ Ï˘ ËÂËÈˆ Ì‚ ‰ÂÂ‰Ó ÂÊ ‰„Â·Ú

–È¯Ó‡‰ Ï‚„‰ ÈÙ ÏÚ Â˘Ú̆ ¨ÌÈÚ˘˙‰ ˙Â̆ Ó ÔÂ˙È‚ „Â„ Ï˘ ÌÈÏ‚„‰ ˙¯„ÒÏ

Æ±πµµ ˙̆ Ó ÒÂß‚ ¯ÙÒß‚ Ï˘ È˜

ÌÂÁ˙Ó ÌÈÁÂÓ Ï˘ ·Â¯ÈÚ  ÌÈÈ˜˙Ó Ì‰· ¢Ô·‡  È„·¯Ó¢ ˙¯ˆÂÈ ¯È‡Ó ‰ÓÈÒ

‰‡Ó‰ È· ÌÈÒÙÈÒÙÓ ÌÈÈÁÓˆ ÌÈËÓÏ‡ Æ®ÆÆÆßÓÚ© ‚È¯‡‰Â ÛÂˆÈ¯‰ ¨ÒÙÈÒÙ‰

–‰Ó ÌÈÁÂ˜Ï‰ ÌÈËÒ˜ËÂ ÌÈÏÈÓ È¯·˘ „ˆÏ ‰È˙Â„Â·Ú· ÌÈËËÂˆÓ ˙È˘È˘‰

ËÙ˘Ó‰ ÍÎ ÆÈ‚ÂÏÂ‡È„È‡Â È˘‚¯  ˘Â·È˘ ÏÚ „ÈÚÓ‰ ÔÙÂ‡· ¨˙ÈÏ‡¯˘È‰ ‰ÈÂÂ‰

˜ÂÒÙ ß‰ ˜¯Ù ¨Ú˘Â‰È© ÌÈÏ‚¯Ó‰ ¯ÂÙÈÒÓ ¯ÎÂÓ‰ ¨˘·„Â ·ÏÁ ˙·Ê ı¯‡ È¢Î˙‰

·Â˘˙ ¨‰Î ÏÚ ˙È·‰ ˙Ï„ „ÂÓÚ˙ ˜¯ Ì‡ ÈÎ ÌÈÓÚÙÏ ‰Ó„ ¨˙·‡ÂÎ‰Â ˙ÈË

˙ÒÈ¯˜Ï ¨ÈÓÈÙ‰ ˜ÂÒÈ¯Ï ˘ÁÎ˙‰ÏÂ  ·Â˘Ï ‰È‰È ¯˘Ù‡Â ÔÂÁËÈ·‰ ˙˘ÂÁ˙

Æ˙Â‰Ê‰ Ô„·Â‡Ï ¨˘Ù‰

ÌÏÂ‡  ¨˜Á˘Ó Ï˘ ÌÈËÓÏ‡  Ì‰ ¨ËÒ˜Ë‰ ˙‡  ÌÈÏ‚Ó‰ ¨˙ÂÈ·Â˜‰Â  ÍÂ·Ó‰

˘ÓÈ˘ ¨ÒÂÒÂ˜ Ï˘ ËÈ¯È·Ï‰ Ê‡Ó Æ˙ÂÚÓ˘Ó ÈÂÚËÂ ÌÈ˜È˙Ú ÌÈ˜Á˘Ó· ¯·Â„Ó

–‰˙Ï ÈÂËÈ· ÂÈ‰ Ì‰ÈÈÓÏ ‰ÈÈ·Â˜‰ È˜Á˘ÓÂ Ì„‡‰ Ï¯Â‚Ï ÏÓÒ ÍÂ·Ó· ËÂËÈ˘‰

ÆÏ¯Â‚‰ ˙ÂÎÂÙ

˙‡˘Â‰ ˙Â„Â·Ú ˙¯„ÒÓ ˜ÏÁ ‡È‰ ®ÆÆÆßÓÚ© ·‰̆ ‰È„ Ï˘ ÌÈ„ÓÓ ˙ÏÂ„‚ ‰„Â·Ú

ÆÌÈÈÏ‡ÂË¯ÈÂÂ‰ ‰ÓÁÏÓ‰ È˜Á˘Ó ÔÂ‚¯ßÊÓ ÏÂ‡˘‰ Ì˘ ¨Game Over Ì˘‰ ˙‡

ÈÈ˙˘ÏÙ‰ ·ÂÁ¯‰Ó ˙Â·¯˜ Ï˘ ÌÈÈÂÓÈ„ ·‰̆ ‰˜È˙Ú‰ ÂÊ ‰„Â·Ú Í¯ÂˆÏ

¨®¯ÈÂÂ‡ÓÂ‚© ‚ÂÙÒ ˙ÂÈ·Â˜Ó Ì˙Â‡ ‰·ÈÎ¯‰Â ÌÈÈÓÂÈ ÌÈÂ˙ÈÚ Ï  ̆ÌÈÓÂÏˆ˙ ÍÂ˙Ó

Æ˜ÈÏÈ¯˜‡ ÈÚ·ˆ· ‰Ú·ˆ Ô˙Â‡

–˘Ó ‡È‰ „ÁÓ ∫‰ÓÂ„˜‰ ÒÙÈÒÙ‰ ˙˜ÈÎËÏ ˙Ú„ÂÓ ‰ÈˆÏÂÙÈÓ ‰˘ÂÚ ·‰̆

ÈÁˆ‰ ÈÙÂ‡· ˙Ó‚ÂÙ ‡È‰ Í„È‡ÓÂ ÈÈÈÙÂ‡‰ ‰„Â·Ú‰ ÔÂ‚Ò ˙‡ ˙¯ÊÁ˘ÓÂ ˙¯Ó

ÆÌÈÈÂÂ˘ÎÚ ÌÈÎ˙·Â ÌÈ¯ÓÂÁ· ˘ÂÓÈ˘‰ È„È ÏÚ ÒÙÈÒÙ‰ Ï˘

¯Á‡ ˘ÂÙÈÁÓ ¨‰È¯·„Ï ¨Ú·Â ‰˜È˙Ú‰ ÒÙÈÒÙ‰ ˙ÂÓ‡· ·‰̆ Ï˘ ‰˜ÂÒÈÚ

È˘‡¯‰ ¯Ó˘ÓÎ ˘ÓÈ˘ ¨·‰̆ Â„Â„ ¨‰È·‡© Æ˜ÂÁ¯‰ È˙Â·¯˙‰ Â¯·Ú ÌÚ ¯˘˜

Æ®˙Â˜È˙Ú ¯ÂÓÈ˘·Â ˙Â‡Ù¯· ˜ÒÚÂ Ï‡¯˘È ÔÂ‡ÈÊÂÓ Ï˘

Ì‡ ∫˘„Á ¯·„ ˙¯ˆÂÈ ·‰̆ ¨˙È‚ÂÏÂ‡ÈÎ¯‡‰ ‰ÙÈ˘Á‰ ˙ÏÂÚÙÓ ‰Â˘· ÌÏÂ‡

·‰̆  ¨ÔÓÊ‰ ÈÚ‚Ù ˙‡ Ô˜˙Ï ‰ÒÓ ‚ÂÏÂ‡ÈÎ¯‡‰ Ï˘ ˙Â‡Ù¯‰Â ¯ÂÊÁ˘‰ ˙„Â·Ú

–‰ ¯ÓÂÁ‰ ÆÒ¯‰‰ È„È¯˘ ˙‡Â ¯·˘‰ ˙Â„Â˜ ˙‡ ‡˜ÂÂ„ ‰È˙Â„Â·Ú· ‰˘È‚„Ó

–ÂÁ˙Ï ÍÂÙ‰ ÔÙÂ‡· ‰ÙÂˆ‰ ÏÚ ÏÚÂÙ ¨®‚ÂÙÒ© ˙˘Ó˙˘Ó ‡È‰ Â· ‰ÏÎ˙Ó‰Â ÍÂÓ

¨ÈÁˆ‰Â ‰ÙÈ‰ ¯Â˜Ó‰Ó ˙Â˜Á¯˙‰‰ ÆÒÙÈÒÙ‰ È·‡ Ï˘ Ô¯„‰Â Ô˙ÂÈÁˆ ˙˘

˙Â·¯˙‰ Ï˘ ˜ÂÁ¯‰  ‰¯·ÚÓ  ÌÈÈ˙„ ÌÈ·ÓÂ  ÔÁÏÂÙ  ˙ÂÓÂ˜Ó ÌÚ ¯˘Â˜Ó‰

¨È˘Â‡‰ Ë˜ÈÏÙÂ˜Ï ÈÂËÈ·Î ·‰̆ Ï˘ ‰È˙Â„Â·Ú· ˙È˘Ú ¨˙ÈÏ‡¯˘È–ı¯‡‰

ÆÛÏÂÁ‰Â ÈÓÊ‰ ¨ÈÓÂÈÓÂÈ‰ ˜·‡ÓÏ

ÌÈ˜ÒÂÚ‰ ÌÈÈ‚ÂÏÂ˙ÈÓ ‡¯˜Ó È¯ÂÙÈÒ ¯È˘È ÔÙÂ‡· ‰È˙Â„Â·Ú· ˙¯ÎÊ‡Ó ·‰̆

Æ®ÆÆÆ ßÓÚÂ ÆÆÆßÓÚ© Æ®Ï·‰Â ÔÈ˜ ¯ÂÙÈÒ© Áˆ¯Â ®˜ÁˆÈ ˙„È˜Ú© ÌÈÈÁ ˙·¯˜‰·

–Ó· ¯ÎÊÂÓ‰ ÔÂ˘‡¯‰ Áˆ¯‰ Ï˘ ÂÈÂÓÈ„ ‡Â‰˘ ¨‚Â¯‰ ÏËÂÓ‰ Ï·‰ Ï˘ Â˙ÂÓ„

˙ÓÒ¯ÂÙÓ‰ ‰ËËÈˆ‰ È„È ÏÚ ‰ÓÂÁ˙ ‰ÚÈÙÂÓ ¨®∏ ˜ÂÒÙ ¨ß„ ˜¯Ù ¨˙È˘‡¯·© ˙Â¯Â˜

˙Á˙ ˘„Á ÏÎ  ÔÈ‡Â ‰˘ÚÈÈ˘ ‡Â‰ ‰˘Ú̆ ‰ÓÂ ‰È‰È˘ ‡Â‰  ‰È‰˘ ‰Ó¢ÆÆÆ

Æ ®π ˜ÂÒÙ ß‡ ˜¯Ù ¨˙Ï‰˜© ÆÆÆ¢˘Ó˘‰

Æ≤∞∞¥ ÈÂÈ ¨ıÙÁ ·˜ÚÈ ÌÚ ‰ÁÈ˘ ÍÂ˙Ó Æ±≥
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¨‰¯„Ò· ˙Â„Â·Ú‰ ÈÎ˙ ÔÈ·Ï ÔÈÈË˘˜Â ¯Á· ‰· ‰„Â˙Ó‰ ÔÈ· ¯ÚÙ· ˙Â‡¯Ï Ô˙È

–˜‰‰ — ÌÈ¯ÈÚˆ ÌÈ˘‡ ÔÂÂÎÏ Ô˙È Ô‰ÈÏ‡ ˙ÂÂ˘‰ ˙Â¯ËÓ‰ ˙˘ÁÓ‰Ï ÈÚˆÓ‡

Ì˙Â·¯Á Â˙˙ÎÂ¢ ˙ÈÁ·· ¨ÌÈÈË˙Ò‡ ÌÈ‚˘È‰Ï ‰¯È˙Á· ˙¯ÓÂÓ ˙È‡·ˆ‰ ‰·¯

Æ®ÆÆÆÌÈÏÂÁÎÓÏ Ì‰È·Â¯Â© ¢ÌÈ˙‡Ï

Ì‰ÈÈÁ ˙Á˙ ¯˘‡ ¨˙È˙ÂÓ‡ ‰„Â·Ú· ÌÈ˜ÂÒÚ‰ ÌÈ¯Ú Ì˙Â‡ ÏÚ ‰·˘ÁÓ‰

ÌÈÂ˙ ‰·˘ ÂÊÏ ‰ÓÂ„ ‰Èˆ‡ÂËÈÒ· Ì„ÈÓÚ‰Ï ‰ÏÂÏÚ ¨È‡·ˆ‰ ˙Â¯È˘‰ ¨‰‡·‰

Æ‰‚Â˙ ˙¯¯ÂÚÓ ¨·ÈÎ¯‰Ï ÂÏÓÚ Ì‰È˙Â‡˜ÂÈ„ ˙‡˘ ‰Ï‡

˙¯˘Ú ÔÈ·Ó ˙ÒÒÂ‰Ó ˙Ú˜Â· ‡È‰ Â· ÔÙÂ‡· ‰ÏÓÁ ‰ÏÈÓ‰ ˙‡ ÚÈˆÓ ÔÂ„¯Â‚

Æ®ÆÆÆßÓÚ© ÆÌÈÏ‚ÏÂ‚Ó ˙Â¯ÈÈ ÈÙÏ‡

˙‡ ¯˙‡Ï ‰ÙÂˆ‰ ÏÚ ‰˘˜Ó ®Ô·Ï ÏÚ Ô·Ï© ‰„Â·Ú‰ Ï˘ ˙È¯ÂÈÓ‰ ‰˙ÂÈÂÚ·ˆ

‰„Â·Ú‰ ÍÈÏ‰˙ Æ„·Ï· ‰ÏÓÁ ÈÏÚ·Ï ¨ÔÂ„¯Â‚ Ï˘ ÂÈ¯·„Ï ¨˙„ÚÂÈÓ‰ ¨‰ÏÈÓ‰

˙È˙ÂÓ‡‰ ‰ÈÈ˘Ú‰ ˙‡ ÔÈÈÙ‡Ó ¨ÈÂËÂÂÓ‰Â È·ÈÒÒ·Â‡‰ ¨ÈÏÓÚ‰ ¨È·ÈËËÈ„Ó‰

–Â·ÚÏ „Â‚È·© ·¯ ÁÂÎ ˙ÏÚÙ‰ ÍÈ¯ˆÓ ÂÈ‡˘ ¨Í¯‰ ¯ÈÈ‰ Æ‰¯ËÓ Ï˘ ‚ÂÒÎ ÂÊ‰

ÂÁÂ¯≠ÍÏ‰ ˙‡ ¨ÂÈ¯·„Ï ¨ÔÂÂÈÎ ¨®˙Î˙Ó·Â ÏÊ¯·· ÔÂ„¯Â‚ Ï˘ ˙ÂÓ„Â˜‰ ÂÈ˙Â„

Æ‰Ê Ë˘ÙÂÓ ‚˘ÂÓ ÏÚ ‰·˘ÁÓÏ Â˙Â‡ ÏÈ·Â‰Â

Ì‰·  ÔÂ·˙Ó‰ Ï˘ Â˙ÂÓ„  ˙‡ ÌÈ˜¯ÙÓ  ®ÆÆÆßÓÚ©  ·È¯ „Â„ Ï˘ ‰‡¯Ó‰  È¯·˘

–Â˘Ù ¨‰‡¯Ó ‰ÙÂˆ‰ ÈÙ· ·Èˆ‰Ï ˘˜·Ó ·È¯ ÈÎ ‰Ó„ Æ˙Á È‡ ‰¯˘Ó‰ ÔÙÂ‡·

ÌÈ‡˘ ¨‰ÙÂˆ‰  Ï˘ Â˙ÂÓ„ ÈÒÈÒ¯ ÌÈÙ˜˙˘Ó Â˙„Â·Ú ÏÂÓ  Ï‡ ÆÂÚÓ˘ÓÎ ÂË

Ô˙Â‡ ˙Â„Â·Ú ˙¯„ÒÓ ˜ÏÁ Ô‰ ‰Ï‡ ˙Â„Â·Ú ÆÈË¯‰Â˜ ÈÂÓÈ„ ÏÏÎÏ ÌÈ˘·‚˙Ó

–ÂÁ˙ ÍÂ˙Ó ¨È·ÈËÈ‡ÂËÈ‡ ÔÙÂ‡· ¨Â˙ÚËÏ ¨Â˘Ú Ô‰ ÆÌÈÚ˘˙‰ ˙Â̆ · ·È¯ ¯ˆÈ

Ï˘Â ÂÓˆÚ Ï˘ ÏˆÂÙÓ‰ È‡‰ ˙˘ÂÁ˙· ÏÙËÏ ÔÂˆ¯Â ÌÈÏÎ ˙¯È·˘ Ï˘ ‰˘

‡˜ÂÂ„ ‰Ó ¯·„ ˙Â·Ï ÔÂˆ¯ ÌÂÏ‚ ‰Ï‡ ˙Â„Â·Ú· ¨·È¯ ÔÈÈˆÓ ¨˙‡Ê ÌÚ Æ‰ÙÂˆ‰

ÆÌÈ¯·˘‰ ÍÂ˙Ó

¯·Â„Ó Ì‡ Ì‚ ¨®ÆÆÆßÓÚ©  ÂÓˆÚ Ï˘ ¢ÏÒ˜ÂÙÓ¢ Ô˜ÂÈ„ ‰ÙÂˆÏ ÚÈˆÓ ÔÈÊÂ¯ Ï‡È„

ÆÂ‡˘ÂÓ Ï˘ ‰Ë˜ ‰ÊÂÊ˙ ÏÎ ÌÚ ‰˙˘Ó‰ ¨‰ÏÎ˙ÓÂ È¯È¯·˘ Ô˜ÂÈ„·

‡Â‰ Æ˙ÈÏËÈ‚È„‰ ˙ÂÓ‡‰ ÌÂÈ„Ó· ÔÈÊÂ¯ ¯ˆÂÈ ˙ÂÂ¯Á‡‰ ÌÈ̆ ‰ Ú·˘ Í˘Ó·

ÒÈÒ· Â¯Â·Ú· ÌÈÂÂ‰Ó‰ ¯˜ÁÓ ‡˘ÂÂ Ë˜ÈÈ·Â‡ ‡ˆÓ ‰‡¯Ó· ÈÎ ÂÓˆÚ ÏÚ „ÈÚÓ

Æ‰¯ÈˆÈÂ ‰Ú·‰Ï

ıÙÁ Â‰Ê ÆÈ„ÓÏ ·Î¯ÂÓ Ë˜ÈÈ·Â‡ ‰‰ ¨‰˙ÂË˘Ù ˙Â¯ÓÏ ¨‰‡¯Ó‰¢

ÂÏÈÙ‡˘ ¨ÌÈ·Î¯ÂÓ Í‡ ÌÈËÂ˘Ù ÌÈÈËÙÂ‡ ˙ÂÂ¯˜Ú ÈÙÏ ‚‰˙Ó‰

Æ˙Â˜ÁÏ ÌÈ˘˜˙Ó ÌÈÓÎÁÂ˙Ó ÌÈ·˘ÁÓÂ ˙ÂÏÏÎÂ˘Ó ˙ÂÈ‚ÂÏÂÎË

–Â˙Ó ·˘ÁÓ Ì‚ ¨¯ÂˆÈ˙ ˙˜¯ÂÓÓ ÁÙ ˙ÎÈ˙Á˘ Ë˜Ù‡ Â˙Â‡ ˙‡ ¨ÍÎ

Æ®≤∞∞¥ ¨‰ÁÈ˘· ÔÈÊÂ¯© ÆÆÆ¢¯ÊÁ˘Ï ÏÎÂÈ ‡Ï ÌÎÁ

‡Ï „ÂÚ ∫ÔÂÓ‰‰ ˙¯È˘Ó ÁÂ˜Ï‰ ËÙ˘Ó‰ ÔÓ Æ˙·Ê ı¯‡Ï ÂÈ˙ÂÂÂÚ· ıÂÂÎ˙‰ ¨®∂

‰Ï‡ È̆ Ï˘ Ì„ˆÏÂ ‰„·‡ ‡Ï „ÂÚ ÌÈÏÈÓ‰ ÛÂ¯Èˆ ˜¯ ¯˙Â ¨Â˙ÂÂ˜˙ ‰„·‡

Æ¯„Ò· ÏÎ‰ ÍÎ ÏÎ ÈÏ‡¯˘È‰Â ˜È¯‰ ¨È¯˜˘‰ ËÙ˘Ó‰ ÒÒÂ˙Ó

≠¯·Ú ∫ÌÈ„‚ÂÓ ÌÈÎ¯Ú ÔÈ· ÌÈÓÈÈ˜˙Ó‰ ÌÈÒÁÈ ˙Â˙ÓÚÓ ¯È‡Ó Ï˘ ‰È˙Â„Â·Ú

ÆÍ¯–‰˘˜ ¨È˘–È¯·‚ ¨Ë¯Ù–‰ˆÂ·˜ ¨‰ÂÂ‰

Ô·‡· ¯È‡Ó Ï˘ ‰ÏÂÙÈË Ì‚ ¨Ï‚„‰ ÈÂÓÈ„· ıÙÁ ·˜ÚÈ ‰˘ÂÚ˘ ˘ÂÓÈ˘Ï ‰ÓÂ„·

ıÂ·È˘Â ˙Â˙ÈÒ‰ ¨‰·ÈˆÁ‰ ∫˙ÂÈ¯„‚Ó ˙Â¯„‚‰ ˘·˘Ó ÍÎ·Â ‰˙Â˘˜Â ˙‡ ÍÎ¯Ó

–·‰ ˙Î‡ÏÓÓ ˜ÏÁ Ô‰ Æ˙ÂÈ¯·‚ ˙ÂÎ‡ÏÓÏ ÌÈ·˘Á ÒÙÈÒÙ‰ ˙„Â·Ú· ÌÈ·‡‰

ÔÈÈ·¢Ï ıÂÏÁ‰ Ï˘ Â˙ÓÂ¯˙Ï ¨ÈÂÈˆ‰ ÒÂ˙‡‰ ÈÙÏ ¨˙ÂÎÈÈ˘‰ ¨‰ÏÈÏÒ‰Â ‰ÈÈ

–Ú· ÒÙÈÒÙ‰ È·‡ ıÂ·È˘Ï ¯È‡Ó ‰˜ÈÚÓ Â˙Â‡ ÏÂÙÈË‰ ¨˙‡Ê ˙ÓÂÚÏ Æ¢ı¯‡‰

˙ÂÎ‡ÏÓÏ  ˙Â·˘Á‰ ¨‰‚È¯‡Â  ‰Ó˜¯ ˙Â„Â·Ú  ÌÚ ‚ÂÏ‡È„ ÌÈÈ˜Ó  ¨‰È˙Â„Â·

–Ë‰ ÔÈ·Ï ¨ÈÁˆ‰ ÈÙÂ‡‰ ˙ÏÚ· ¨¢˙È¯·‚¢‰ ‰˜ÈÎË‰ ÔÈ· ¯ˆÂ‰ Á˙Ó‰ Æ˙ÂÈ˘

˙ËÚÓ‰Ï ‡Â‰ Ì‚ Ì¯Â˙ ¨ÔÈÈÙÂ‡· ˙ÂÈ˙È·‰Â ˙ÂÈÚ¯‡‰ ¨¢˙ÂÈÏÂ˘¢‰ ˙Â˜ÈÎ

Æ¢˙È¯·‚¢‰ ¨¢‰·Â˘Á¢‰ ‰˜ÈÎË‰ Ï˘ ‰Î¯Ú

≠ÈÈÁ Ï˘ ˙Â‡˜ÂÈ„ ÌÈ¯‡Â˙Ó Ì‰· ÒÙÈÒÙ ÈÂÈÏ„Ó ‚ÈˆÓ ÔÈÈË˘˜Â „Â„

ÌÂÈ  ˙ÓÁÏÓÓ ˜˘Ï–ÂÈ¯·Á Ï˘Â ÂÏ˘ ÌÈ̆ È ÌÈÓÂÏˆ˙Ó Â˜˙ÚÂ‰˘  ¨ÌÈÏ

Æ®ÆÆÆßÓÚ© ÆÌÈ¯ÂÙÈÎ‰

¨ÔÙÂ„ ‡ˆÂÈ ÈÎÂÈÁØÈ˙ÂÓ‡ Ë˜ÈÂ¯Ù Ï˘ Â˙È˘‡¯· ‰˙˘Ú ÂÊ ˙Â„Â·Ú ˙¯„Ò

ÌÈ„ÏÈ ÌÚ ‰„Â·Ú  ∫ÌÂÈ‰ „Ú ÍÈ˘ÓÓ ‡Â‰ Â·Â ±ππ∑ ˙̆ · ÔÈÈË˘˜Â ÌÊÈ Â˙Â‡

Æ˙¯ˆÂ ‰ÏÓ¯ ¨ÌÈ˜ÙÂ‡Ó ÌÈ¯ÚÂ

¨¢Ï‡Ïˆ·¢Ó ˙ÂÓ‡Ï ÌÈË„ÂËÒ Ì‚ ÂÊ ˙ÂÏÈÚÙÏ ÔÈÈË˘˜Â Û¯ˆ ˙ÂÂ¯Á‡‰ ÌÈ̆ ·

ÆÌÈ¯ÈÚˆ‰ ÌÈ¯ˆÂÈÏ ÌÈÎÂÁÎ ÂÏ ÌÈÚÈÈÒÓ Ì‰Â

ÌÈ¯ˆÂ˙ ÌÈ˜ÈÙÓÂ ˙ÂÏ‡˘ ÌÈÏ‡Â˘ ¨ÌÈÎÈÁ‰Â ÌÈÎÂÁ‰ ¨ÔÓ‡‰ ÌÈÏÚÂÙ „ÁÈ

ÆÌÈÈÏ‡ÈÊÂÓ ÌÈÏÏÁ· ÌÈ‚ˆÂÓ‰ ÌÈÙ˙Â˘Ó

–ÙÂ‡Ó ¯ÚÂ‰ È· ˙ˆÂ·˜ ÌÚ ÛÂ˙È˘· Â˘Ú ‰ÎÂ¯Ú˙· ˙Â‚ˆÂÓ‰ ˙Â„Â·Ú‰

ÌÈ˜ÙÂ‡ Ú˘ÚÂ˘Ó‰ Ì˘·  ÔÈÈË˘˜Â È„È ÏÚ ‰˙ÂÎ  ÂÊ ‰„Â·Ú ˙ˆÂ·˜ ÆÌÈ˜

ÔÈ· Ë˘ÙÂÓ‰ Ï‡ Â¯˙Á˘ ¨ÌÈÏ‡¯˘È‰ ÌÈÓ‡‰ ˙ˆÂ·˜Ï ‰ˆÈ¯˜ ÍÂ˙ ¨ÌÈ˘„Á

Æ±π∂¥–±π¥∏ ÌÈ̆ ‰

–ÂÓ‡ ˙ÂÏ‰˙‰ ∫ÌÈ·Ë˜‰ ÔÈ· Â˙Â‡ ˙Ó˜ÓÓ ÔÈÈË˘˜Â Ï˘ ˙È„ÂÁÈÈ‰ Â˙ÂÏÈÚÙ

ÔÓ‡Î ˙ÈÏ‡Â„ÈÂÂÈ„È‡ ‰¯ÈˆÈ ¨‰È¯ÙÈ¯Ù· ˙ÈÎÂÈÁ ‰ÈÈ˘Ú ÏÂÓ ÊÎ¯Ó· ˙È˙

ÏÚ ¯ÂÓ˘Ï ˜¯ ‡Ï ÆÌÈ„ÈÓÏ˙Â ÌÈ„ÏÈ ÌÚ ÌÈÙ˙˙˘Ó ˙·¯ ˙ÂÂˆ ˙„Â·Ú ˙ÓÂÚÏ

–ÂÏÈÚÙ ˙‡ ÍÂÙ‰ÏÂ ˙ÂÂˆ˜‰ ÔÈ· ¯·ÁÏ Û‡ ‡Ï‡ ¨ÔÈÈË˘˜Â ÁÈÏˆÓ ˙ÂÓÏÂÚ‰ È̆

Æ˙È˙ÂÓ‡‰ Â˙¯ÈˆÈÓ ˜ÏÁÏ ‰¯ÂÓÎÂ ÍÈ¯„ÓÎ Â˙



±∏±π

–·ˆ‰ ÒÂÙ„‰ ˙ÂÁ˙Ù˙‰Ï ÂÏÈ·Â‰˘ ¨‰Ï‡ ˙ÂÈ¯„ÂÓ Ú·ˆ ˙ÂÈ¯Â‡˙ ˙ÂÁ˙Ù˙‰

˙ÂÓ‡ Ï˘ ‰ÒÈÒ·· ÌÈ„ÓÂÚ‰ ¨ÌÈÏÒ˜ÈÙ‰ ˙ÂÂ¯˜Ú ÔÎÂ ÌÈ¯˘Ú‰ ‰‡Ó· ÈÂÚ

ÒÙÈÒÙ‰ ÈÓ‡ Ï˘ Ì‚˘È‰ ÁÎÂÏ Â˙Â‡˙˘‰ ˙‡ ÌÈ¯¯ÂÚÓ ¨˙ÈÂÂ˘ÎÚ‰ ·˘ÁÓ‰

ÆÂ˙Â·Î¯ÂÓ ˙‡Â È˘Â‡‰ Ë·Ó‰ ˙‡ ÔÈ·‰Ï Â·ÈËÈ‰ Ì‰ ∫ÌÈÓ„˜ÂÓ‰

ÔÈ·˘ Á˙Ó· ÌÈÈ˜˙Ó ®ÈÏËÈ‚È„‰ ÈÂÓÈ„‰ ≠ ¯ÁÂ‡Ó‰ ¢ÂÈÁ‡¢·Â© ÒÙÈÒÙ·˘ ÈÙÂÈ‰

Â‰‡¯Ó ˙‡ ‰Ó≠˜Á¯ÓÓ ˙˜ÙÒÓ‰ ÂÊ ≠ÌÈÚÈˆÓ Ì‰˘ ¢‰‡È¯˜¢‰ ˙ÂÓ¯ È˙˘

Ï˘ ÈÏ‡Â„ÈÂÂÈ„È‡‰ ÌÈÈÙÂ‡ ˙‡ ·Â¯˜ Ë·Ó· ˙Ù˘ÂÁ‰ ÂÊÂ ÈÂÓÈ„‰ Ï˘ ÈÏÏÎ‰

ÆÔÈÈÚ ¯¯ÂÚÓÂ „ÈÓ˙Ó Ô‰ÈÈ· ¯ˆÂ̆ ÚÂ˙Ú˙‰ ÆÂÈ·ÈÎ¯Ó

™        ™        ™

–Â‡Ó Â‰˘Ó ¯Ó˘Ï ˙Â˘˜·Ó ¨‰ÎÂ¯Ú˙· ˙Â‚ˆÂÓ‰ ˙Â„Â·Ú‰ ˙È·¯Ó ÈÎ ¨‰ÓÂ„

‰Ó ¯·„ ¯ÓÂÏ ˙‡Ê ÌÚ „ÁÈÂ ±µ˙È¯Â˜Ó‰ ÒÙÈÒÙ‰ ˙ÂÓ‡ Ï˘ È·ÈË¯Â˜„‰ ‰ÈÈÙ

¨˙ÈÏ‡¯˘È‰ ˙Â‡ÈˆÓ· È‚ÂÏÂ‡È„È‡‰ ¯·˘‰Â ÌÈÎ¯ÚÓ ˙Â˜¯Ù˙‰‰ ˙˘ÂÁ˙ ÏÚ

˙ÂÈ˙Â·¯˙Â ˙ÂÈ˙‡ ˙ÂˆÂ·˜Ï ˙ÈÏ‡¯˘È‰ ‰¯·Á‰ ˙ÂÏˆÙ˙‰· ¯·Â„Ó‰ Ì‡ ÔÈ·

¯·Â‚‰ ·ÂËÈ˜·  ¨˙È˙¯·Á‰  ˙Â„ÈÎÏ‰ ˙Â¯¯ÂÙ˙‰·  Â‡ ¨„¯Ù  ÌÂÈ≠¯„Ò ˙ÂÏÚ·

Ï˘ ˙Â‰„Ê‰‰ ˙˘ÂÁ˙· ÌÈ˜„Ò· Â‡ ¨‰È„Ó‰ „È˙ÚÏ ¯˘‡· È¯Â·Èˆ‰ ÁÈ˘·

Æ‰˙ÂÏ‰˙‰ ÔÙÂ‡Â ˘·‚˙Ó‰ ‰ÈÈÙÂ‡ ÌÚ ‰ÈÁ¯Ê‡Ó ÌÈ·¯

–ÓÎ ‰¯‰Ó „Ú ‰Ï‚˙Ó ÂÊ ÌÏÂ‡ ¨˙ÂÓÏ˘ ‰Ï‡ ˙Â„Â·Ú ˙Â‚ÈˆÓ ÔÂ˘‡¯ Ë·Ó·

¨ÈÏÒ˜Â„¯Ù ÔÙÂ‡· ¨˙‡Ê ÌÚ Æ˙ÈÎÂ˙ ‰ÈÁ·Ó Ì‚Â ˙È¯Âˆ ‰ÈÁ·Ó Ì‚ ¨˙˜¯ÂÙ

¯Â¯·  ¨˜ÊÁ ÈÂÓÈ„Î  ˙Á‡ ‡Ï Ï·˜˙Ó ¯¯ÂÙ˙‰Â ¯·˘̆  ‰Ó Ï˘ ¯Â‡˙‰ ‡˜ÂÂ„

Æ˜ÈÂ„ÓÂ È„Ù˜ ÔÂÎ˙ ¯Á‡ÏÂ ˙ÈÏ·ÒÂ ‰¯È„‡ ‰È‚¯‡ ÍÂ˙Ó ¯ˆÂ̆ ¨·Î¯ÂÓÂ

ÌÈ¯·˘‰ ˙‡ ˙ÂÁ‡Ï ˙ÈÙÂËÂ‡ ‰ÙÈ‡˘ ÍÂ˙Ó ÌÈÏÚÂÙ ÌÈÓ‡‰Ó ÌÈ„Á‡˘ „ÂÚ·

·ˆÓ Ï˘ È˙Â‡ÈˆÓ ¯Â‡È˙· ÌÈ¯Á‡ ÌÈ˜ÂÒÚ ¨˙ÂÓÏ˘ ˙˘ÂÁ˙ ÏÏÎÏ ÚÈ‚‰ÏÂ

ÆÂ˙Â̆ Ï ÔÂˆ¯ Â‡ ¨‰¯ÓÂÈ ¨‰ÙÈ‡˘ ‡ÏÏ ¨ÌÈÈ˜ È˘‚¯

˙¯Â˙Ï ˘Â¯ÈÙ© Ì˘Ï‰ È¯Ú˘ ¯ÙÒÓ ˜ÂÒÙ· ˙¯‡Â˙Ó ¯·˘Â ˜Â¯ÈÙ Ï˘ ‰˘ÂÁ˙

ÌÈ¯·˘Ï ÔÈˆÂˆÈ‰Â ÌÈ¯·˘‰ Â¯ÊÙ˙Â ÌÈÏÎ‰ Â¯·˘Â¢ÆÆÆ ∫®È¢¯‡‰ Ï˘ ‰Ï·˜‰

®‚È ÔÓÈÒ ≠ ß‡ ˜ÏÁ Ì˘Ï‰ È¯Ú˘ ¯ÙÒ© ¢ÆÆÆ‰¯È·˘‰ Â‰ÊÂ ı˜ ÔÈ‡

¯ÙÒÓ ¨È˘Â‡‰ „ÂÒÈ‰ Ï˘ ‰ÓˆÚ‰ ˘È Â·˘ ¨˙È˙Ùˆ‰ ‰Ï·˜‰ Ï˘ ‰Ê ÒÂ˙ÈÓ

‡ÏÓÓ ¨Â˙ÈÏÎ˙ Ï‡ ÌÈÈ‰ÂÏ‡‰ ÂÈ˙Â¯Â˜ÓÓ ÚÙÂ˘ ¨ÌÏ˘ Â¯Â˜Ó· ‰È‰˘ ÌÏÂÚ ÏÚ

Ï˘ ÌÈÂ˘ ÌÈ‚ÂÒÎ ˙¯Á‡ Â‡ ÂÊ Í¯„· ˙Â„˜Ù˙Ó Ô‰ ÈÎ ÔÈÊÂ¯ „ÈÚÓ ÂÈ˙Â„Â·Ú ÏÚ

¨‰Ê ÌÂÒ˜ Ë˜ÈÈ·Â‡Ï ˙ÂÂÎÓÂ ˙Ú„ÂÓ ˙ÂÒÁÈÈ˙‰ ÍÂ˙Ó ˙Â˘Ú Ô‰ ÌÂÈÎ Æ˙Â‡¯Ó

¨ÔÈÊÂ¯ ¯È„‚Ó Â˙Â‡ ÔÙÂ‡· ¨Â˙¯ÈˆÈÏ ˙ÂÂ˘‡¯‰ ÌÈ̆ · ¨ÔÎ¯„ ˙‡ ÂÏÁ‰ Ô‰ Í‡

ÆÚ„ÂÓ ‡ÏÎ

 ˙ÂÈÎÓ ˙Â‡¯Ó ∫˙ÂÈÈÈÙÂ‡ ˙ÂˆÂ·˜ ˘ÓÁÏ ÔÈÊÂ¯ ÌÂÈÎ ˜ÏÁÓ ÂÈ˙Â„Â·Ú ˙‡ 

ÆÌÈ·Î¯ÂÓ ÌÈÈÂÓÈ„Â ˙ÂÈËÙÂ‡ ˙Â‡¯Ó ¨Â‡È„ÈÂ È¯ÂÈˆ ¨‰ÎÂ˙ ˙Â‡¯Ó ¨˙ÂÏÂ„‚

–˘Î ÈÏËÈ‚È„‰ Ë˜ÈÈ·Â‡· ÔÈÈÚ ‡ˆÂÓ ‡Â‰ ‰Â¯Á‡Ï ÈÎ ÂÓˆÚ ÏÚ „ÈÚÓ ÔÈÊÂ¯

–ÓÎ Â‡ ¨Ú„ÈÓ Ï˘ ‰¯·Ú‰–ıÂ¯ÚÎ ÂÈÏ‡ ˙Ï·Â˜Ó‰ ˙ÂÒÁÈÈ˙‰Ï „Â‚È· ¨ÂÓˆÚÏ

ÆÌÂ˜ÓÏ ÌÂ˜ÓÓ ¢ÌÈÈ˙ÈÓ‡¢ ÌÈË˜ÈÈ·Â‡ ¯Â‚È˘· ÌÎ˙ÒÓ Â„È˜Ù˙˘ ÍÂÂ˙

–ÈÙÏ ˘È ÌÈË˜Ù‡ ÂÏÈ‡Â ÈÏËÈ‚È„‰ Ë˜ÈÈ·Â‡‰ ÈÂ˘Ú ‰ÓÓ ÔÈÊÂ¯ ˜„Â· ¯˙È‰ ÔÈ·

ÆÌ‰· ˙Â·˙Ó‰ ˙È˘Â‡‰ ÔÈÚ‰ ÏÚ ÌÈÏÒ˜

˜ÏÁ ‡È‰ ÂÊ  ‰ÎÂ¯Ú˙· ˙‚ˆÂÓ‰ ‰„Â·Ú‰© ÂÏ˘ ‰ÎÂ˙‰  ˙Â‡¯Ó ˙¯„Ò·

‡Â‰ ¨¯˙È‰ ÔÈ· ÆÈÏËÈ‚È„‰ ÈÂÓÈ„Ï ÌÈÚ‚Â‰ ÌÈ‡˘Â ¯ÙÒÓ· ÔÈÊÂ¯ ˜ÒÚ ¨®‰ÓÓ

˙Â˘‚¯ ˙ÂÏÚ· ˙ÂÈÂ˘È  Ï˘ ÈÙÂ‡ ‰˙Â‡ ÌÈ·ÈÎ¯Ó‰  ÌÈÏÒ˜ÈÙÏ ˙ÂÂ˘Ï ‰ÒÈ

Æ˙Â˜Â˘˙Â

™        ™        ™

‰·È‰ ˙ÂÂ¯Á‡‰ ÌÈ̆ ‰ ≤µ ÍÏ‰Ó· ·˘ÁÓ‰ ÈÈÂÓÈ„ Ï˘ ‰ÓÂˆÚ‰ Ì˙ÂÁ˙Ù˙‰

ÏÚ ‰ÈÂ· ·˘ÁÓ‰ ˙ÂÓ˙ Æ˙ÂÏÏÎÂ˘Ó ˙ÂÈÏËÈ‚È„ ‰‚Âˆ˙ ˙ÂËÈ˘ Ï˘ ÁÂ˙ÈÙ

¯·ÁÏ ˙È˘Â‡‰ ÔÈÚ‰ Ï˘ ‰˙ÏÂÎÈ ÆÂÊ „ÈÏ ÂÊ ˙ÂÁÂÓ‰ ®ÌÈÏÒ˜ÈÙ© Ú·ˆ ˙Â„ÈÁÈ

˙‡ ‰¯È‡Ó ¨˙ÂÚÓ˘Ó ˙ÏÚ·Â ‰ÙÂˆ¯ ‰ÂÓ˙ È„ÎÏ ˙ÂÈÂÚ·ˆ‰ ˙Â„Â˜‰ ˙‡

ÆÌÈÂ˘‡¯‰ ÒÙÈÒÙ‰ ÈÓ‡ ÂÁÚÙ Â˙Â‡ „ÂÒ‰

ÔÈ·Â ÂÊ ¢‰ËÂ˘Ù¢ ˙ÂÓ‡ Ï˘ ÌÈÈÏ‡ÂÊÈÂÂ‰ ˙ÂÂ¯˜Ú‰ ÔÈ· ÚÈ˙ÙÓ‰ ÔÂÈÓ„‰

ÔÈ·Â ¨®ÌÊÈÏÈËÈÂÙÂ ÌÊÈÂÈÒ¯ÙÓÈ‡© ¨±π–‰ ‰‡Ó· ÂÁ˙Ù˙‰˘ ˙ÂÈ¯ÂÈˆ ˙ÂÈ¯Â‡È˙

Æ˙Â‡˙˘‰ ˙¯¯ÂÚÓ ¨˙ÈÂÂ˘ÎÚ‰ ·˘ÁÓ‰ ˙ÂÓ‡

–ÎË· „˜Ó˙‰ ¨±∏∏≥ ˙̆ · ‰¯Ò ßÊ¯ÂßÊ ¯ÈÈˆ‰ Á˙ÈÙ˘ ¯ÂÈˆ ˙ËÈ˘ ¨ÌÊÈÏÈËÈÂÙ‰

ÂÓ„˜ Æ¯Â‰Ë Ú·ˆ Ï˘ ÌÈ„„Â·Ó ÌÈÓ˙Î·Â ˙Â„Â˜· ‰ÂÓ˙‰ ÈÂÒÈÎ Ï˘ ‰˜È

Ï¯≠·˘ ÔßÊ‡ ¯˜ÂÁ‰ Ï˘ ‰Ê ÔÂ‚Î ¨Ú·ˆ‰ ‡˘Â· Â˜ÒÚ˘ ÌÈ¯˜ÁÓ ‰ËÈ˘‰ ÁÂ˙ÈÙÏ

ÌÈ‚ÊÓ˙Ó ‰Ê· ‰Ê ÌÈÏ·Â‚‰ ÌÈÚ·ˆ ÈÎ ÂÁÈÎÂ‰˘ ¨ÌÈ¯Á‡ ÌÈ¯˜ÂÁÂ ®Chev-real©
ÌÈÚ·ˆ‰ ÁÂÏ È·‚ ÏÚ Â··¯ÂÚ˘ ÌÈËÓ‚ÈÙ‰ ÔÓ ¢ÌÈ¯Â‰Ë¢ Ì‰Â ‰ÙÂˆ‰ Ï˘ ÂÈÚ·

≠˙È˙ÂÓ‡‰ Â˙¯ËÓ ˙‡ ‚È˘‰Ï È„Î ¯˜ÁÓ· ¯ÊÚ ËÒÈÏËÈÂÙ‰ ‰¯Ò Æ®‰ËÏÙ‰©

È˙Ï·‰  ˙Â‰Ó‰ ˙‡ ¨ÔÈÚ‰ ˙È‡¯Ó  Ï˘  ‰˙ÈˆÓ˙ ÌˆÚ ˙‡ „·‰ ÏÚ  ˙ÂÏÚ‰Ï
±¥ÆÌÈÙÏÂÁ‰ ˙Â‡¯Ó·˘ ‰˙˘Ó

Í¯ÂÚ ¨È˘ÈÏ˘ Í¯Î ¨ÌÈ˘„Á ÌÈ˜ÙÂ‡ ¨ÏÂÒÈÙ‰Â ¯ÂÈˆ‰ ˙Â„ÏÂ˙ ¨ÏÂÒÈÙ‰Â ¯ÂÈˆ‰ ˙ÂÓ‡Ï ‰È„ÙÂÏ˜Èˆ‡ Æ±¥

Æ±±±–±±∞ ßÓÚ ¨ÌÈÏ˘Â¯È ¨¯˙Î ‰‡ˆÂ‰ ˙È· ¨¯ÙÈÈÙ „ÈÂÈ„ ßÙÂ¯Ù ∫È˘‡¯ ¯·ÁÓÂ

¨Ì„‡ È· Ï˘ ÌÈ¯Â‡˙Ó ¯Ê˙‰Ï ÌÈ„Â‰È ÌÈÒÙÈÒÙ Ï˘ ‰ÈÈË ˙Â‡¯Ï Ô˙È ˙È˘È˘‰ ‰‡Ó‰ ÚˆÓ‡·¢ÆÆÆ±µ

∂¨∞∞∞© ¢ÆÆÆÌ‰È˙· ËÂ˘È˜Ï Ú‚Â‰  ÏÎ· ÌÈ„Â‰È ÌÈÈË¯Ù ÌÈ˘‡ Ï˘ Ì˙ÂÏÈÚÙ ˙‡ ‰ÏÈ·‚‰ ‡Ï˘ ‰„·ÂÚ

¨‰ÂÈ È·‡ Ï‡ÎÈÓ ßÙÂ¯Ù ∫ÌÈÎ¯ÂÚ ¨ÏÂÒÈÙ‰Â ¯ÂÈˆ‰ ˙ÂÓ‡Ï ‰È„ÙÂÏ˜Èˆ‡ ¨Ï‡¯˘È ı¯‡· ˙ÂÓ‡ ˙Â̆

Æ≤π≤–¥ ßÓÚ ¨±π∏∂ ¨ÌÈÏ˘Â¯È ¨¯˙Î ‰‡ˆÂ‰ ˙È· ¨ÔÈ„È Ï‡‚È ßÙÂ¯Ù



≤∞≤±

ÂÊ ˙Â„Á‡ ÌÏÂ‡ — ÌÈÂ˙Á˙‰ Ï‡ ÚÙ˘‰ ˙‡ ÌÈ¯È·ÚÓ‰ ÌÈÂÈÏÚ‰ ÌÈÏÎ‰ ˙‡

Ô‰·Â ˙ÂÙÈÏ˜Ï ÂÈ‰ ÌÈ¯·˘‰ ÆÌÈÏÎ‰ Â¯·˘Â ÚÙ˘‰ ˙Â¯ÂÈˆ ÂÓ˙˙Ò ¨‰Ó‚Ù

ÆÔÈÚ‰ ÔÓ ˜Á¯‰ ¨È‰ÂÏ‡‰ ¯Â‡‰ ˙ÂˆÂˆÈ ÌÈ¯˙Ò

ÆÂÓÏÂÚ ¯Â‡È˙ È¢¯‡‰ ˙Ï·˜ ÈÙ ÏÚ Â‰Ê

˙ÈÏ‡ÂË˜‡ ˙Â‡ÈˆÓÏ ˙ÂÂ˘ ˙ÂÈÏ‡ÂÊÈÂ ˙ÂÈÂÒÁÈÈ˙‰ ‰‚ÈˆÓ ÌÈ¯·˘ ‰ÎÂ¯Ú˙‰

Æ‰Ê ÌÏÂÚ ÌÚ ˙Â„„ÂÓ˙‰·˘ ˙ÂËÂ˘Ù ‡Ï‰ ˙Â˘ÂÁ˙‰ ˙‡ ‰ÏÚÓÂ ÂÊ

Ï˘ ¢‰ÓÈÓ˙‰¢Â ‰˜È˙Ú‰ ˙ÂÊÁ‰ È¯ÂÁ‡Ó ¯˙˙ÒÓ ÈÂÁÈ‡Ï ¯·˘ ÔÈ·˘ Á˙Ó‰

˙‡ Û˘ÂÁ ˙ÈÏ‡¯˘È‰ ˙ÂÓ‡· ‰Ï˘ ÈÏ‡ÂË˜‡‰ ˘ÂÓÈÓ‰ ÆÒÙÈÒÙ‰ ˙„Â·Ú

˙Â‰Ê ˘·‚Ï ˙Â¯˘Ù‡‰ ÌˆÚ È·‚Ï ‰Ï‡˘ ÈÓÈÒ ‰ÏÚÓÂ ‰Ï˘ È¯˙Á‰ „ÓÓ‰

ÌÓ‡ ÌÈÈ˙ÒÓ ¨˜Â¯ÈÙÂ ˘Â·È˘· Á˙Ù̆ ‰Ó Æ˙Á‡ ‰¯„‚‰Ï ÚÈ‚‰Ï ¨˙ÈË¯‰Â˜

˙Â‡ÈˆÓ‰ Ï˘ ˙Â˘Â¯Á‰ ‰ÈÙ ÆÌÈÁÓ ÌÈ‡ ¯·˘‰ ÈÓÈÒ Í‡ ¨ÈÂÁÈ‡–ÔÂÈÒÈ·

Æ˙ÂÈÏ‡ÂË˜‡‰ ÒÙÈÒÙ‰ ˙Â„Â·Ú ÔÂÂ‚ÓÓ ÌÈË·È

‰ÎÂ¯Ú˙· ˙Â„Â·Ú‰ ˙ÓÈ˘¯

ÏÈÈ‡ È˘È·‡
±ππ≥ ¨ÌÈÁ

„Â·Ï ıÚ ÏÚ ˜ÈÏÈ¯˜‡
¥±xµ∞Æ∏

ÔÓ‡‰ ÛÒÂ‡

ÏÈÈ‡ È˘È·‡
±ππ≥ ¨¯ Â‰ È‚Ò
ÁÂÏ ÏÚ ˜ÈÏÈ¯˜‡

∂∞Æπx¥µÆ∑
ÔÓ‡‰ ÛÒÂ‡

ÏÈÈ‡ È˘È·‡
±ππ∏ ¨ Ô Â˘Ó˘

„· ÏÚ ˜ÈÏÈ¯˜‡
±≤∞x∏∞

ÔÓ‡‰ ÛÒÂ‡

ÏÈÈ‡ È˘È·‡
±ππ≥ ¨Ë˘

„Â·Ï ıÚ ÏÚ ˜ÈÏÈ¯˜‡
¥∞xµ∞Æ∏

ÔÓ‡‰ ÛÒÂ‡

È˙ÈÓ‡ ÏË
≤∞∞∞ ¨˙¯˙ÂÎ ‡ÏÏ

ÏÚ ˜Á˘Ó ˙ÂÈ·Â˜
≤x±±∞x±±∞˙ÈÂÊÓ

˙ÈÓ‡‰ ÛÒÂ‡

È˙ÈÓ‡ ÏË
¨ Â‰˘Ó ‰¯˜È  Â È˘ÎÚ

±πππ≠±ππ∏
ÏÚ ˘ÂËÂ ˜ÈÏÈ¯˜‡

ÔËÈ¯‡ÈÏÂÙ
≤±x≤∏Æµx±≤

˙ÈÓ‡‰ ÛÒÂ‡

‰ÚÓÂ’‚ Ì‡ÏÁ‡
≤∞∞¥ ¨˙¯˙ÂÎ ‡ÏÏ

˜ÈÏÈ¯˜‡ ¨‰˜ÈÓ¯˜ ÈÁÈ¯‡
≤¥±x≥π≥

˙ÈÓ‡‰ ÛÒÂ‡

Ú·‚ È·Èˆ
≤∞∞≥ ¨‰ËÏ·

„· ÏÚ ˙·¯ÂÚÓ ‰˜ÈÎË
∂≤≤x±∑∏

‰ÓÏ˘‰ ‰„Â·Ú‰ ˙Â„ÈÓ©
®∏∞∞x±∑∏

ÔÓ‡‰ ÛÒÂ‡

ÔÂ„¯Â‚
≤∞∞¥ ¨‰ÏÓÁ

ıÚ ¨ÌÈÏ‚ÏÂ‚Ó ˙Â¯ÈÈ
±≤≤x¥π

ÔÓ‡‰ ÛÒÂ‡

„Î‡Â ÛÈ¯˘
≤∞∞¥ ¨‰ÏÈÁ˙ ÂÁÈ¯È

‰ÒÙ„‰ ¨„· ÏÚ ˜ÈÏÈ¯˜‡
¯˜ÈËÒ ¯ÈÈ ÏÚ ˙ÈÏËÈ‚È„

ÔÓ‡‰ ÛÒÂ‡

ÔÈÈË˘˜Â „Â„
≤∞∞≤ ¨‰È‡

ÒÙÈÒÙ
∂±x∂±

ÈË¯Ù ÛÒÂ‡

ÔÈÈË˘˜Â „Â„
≤∞∞¥≠±πππ ¨®∑ÆÒÓ© ÏÈ ÈÁ

±∑ Ï˘ ‰¯„Ò ÍÂ˙Ó ±
ÒÙÈÒÙ
∏∞x∏∞

ÔÓ‡‰ ÛÒÂ‡

ÔÈÈË˘˜Â „Â„
≤∞∞¥≠±πππ ¨®πÆÒÓ© ÏÈ ÈÁ

±∑ Ï˘ ‰¯„Ò ÍÂ˙Ó ±
ÒÙÈÒÙ
∏∞x∏∞

ÔÓ‡‰ ÛÒÂ‡



≤≤≤≥

ÔÈÈË˘˜Â „Â„
≠±πππ ¨®±∞ÆÒÓ© ÏÈ ÈÁ

≤∞∞¥
±∑ Ï˘ ‰¯„Ò ÍÂ˙Ó ±

ÒÙÈÒÙ
∏∞x∏∞

ÔÓ‡‰ ÛÒÂ‡

ÔÈÈË˘˜Â „Â„
¨®±±ÆÒÓ© ÏÈ ÈÁ

≤∞∞¥≠±πππ
±∑ Ï˘ ‰¯„Ò ÍÂ˙Ó ±

ÒÙÈÒÙ
∏∞x∏∞

ÔÓ‡‰ ÛÒÂ‡

ÔÈÈË˘˜Â „Â„
≠±πππ ¨®±≤ÆÒÓ© ÏÈ ÈÁ

≤∞∞¥
±∑ Ï˘ ‰¯„Ò ÍÂ˙Ó ±

ÒÙÈÒÙ
∏∞x∏∞

ÔÓ‡‰ ÛÒÂ‡

ÔÈÈÈË˘˜Â „Â„
¨®±¥ÆÒÓ© ÏÈ ÈÁ

≤∞∞¥≠±πππ
±∑ Ï˘ ‰¯„Ò ÍÂ˙Ó±

ÒÙÈÒÙ
∏∞x∏∞

ÔÓ‡‰ ÛÒÂ‡

ıÙÁ ·˜ÚÈ
≤∞∞¥ ¨Á ÂÓ Ï‚„
ÈÚ·Ë ÒÙÈÒÙ È·‡

˙ÈÎÂÎÊÂ
‡¢Î ±≤∞x≥π ¨ÌÈÒÙÈÒÙ ≥

ÔÓ‡‰ ÛÒÂ‡
ÌÚ ÛÂ˙È˘· ÚÂˆÈ·‰

ÂÈ„ÂËÒ ¨ıÙÁ ¯‚‰
ÒÙÈÒÙ· ·ÂˆÈÚÏ

¯È‡Ó ‰ÓÈÒ
≤∞∞¥ ¨˙·Ê ı¯‡

ıˆÁÂ ˜·„
∏≥x∂µ

˙ÈÓ‡‰ ÛÒÂ‡

¯È‡Ó ‰ÓÈÒ
≤∞∞¥ ¨¯„Ò· ÏÎ‰

ıˆÁÂ ˜·„
∂µxµ≤

˙ÈÓ‡‰ ÛÒÂ‡

¯È‡Ó ‰ÓÈÒ
≤∞∞¥ ¨˙¯˙ÂÎ ‡ÏÏ

ÌÈ˘ÂÚ ‰¯„Ò‰ ÍÂ˙Ó©
ÔÂË¯˜ Ê‚¯‡ ¨ıˆÁ ®˜Â˘

±µxµ≤x≥∞
˙ÈÓ‡‰ ÛÒÂ‡

¯È‡Ó ‰ÓÈÒ
≤∞∞¥ ¨˙¯˙ÂÎ ‡ÏÏ

‰¯„Ò‰ ÍÂ˙Ó©
®˜Â˘ ÌÈ˘ÂÚ

ÔÂË¯˜ Ê‚¯‡ ¨ıˆÁ
±µxµ≤x≥∞

˙ÈÓ‡‰ ÛÒÂ‡

¯È‡Ó ‰ÓÈÒ
≤∞∞¥ ¨‰„·‡ ‡Ï „ÂÚ

ıˆÁÂ ˜·„
∂µxµµ

˙ÈÓ‡‰ ÛÒÂ‡

È‡„ÂÒ ·¯Ó
≤∞∞≤ ¨ Ô· Â ·‡

„· ÏÚ ˜ÈÏÈ¯˜‡
≥∞x¥∞

˙ÈÓ‡‰ ÛÒÂ‡

È‡„ÂÒ ·¯Ó
≤∞∞≥ ¨‡Ó‡

„· ÏÚ ˜ÈÏÈ¯˜‡
±∏x≤∑

ÈË¯Ù ÛÒÂ‡

È‡„ÂÒ ·¯Ó
≤∞∞¥ ¨˘‡

˙Â·¯Â˜ ‰¯„Ò‰ ÍÂ˙Ó©
®≤∞∞¥ – ≤∞∞≥

˙·¯ÂÚÓ ‰˜ÈÎË
±∞∞x±∑∞

˙ÈÓ‡‰ ÛÒÂ‡

È‡„ÂÒ ·¯Ó
≤∞∞≤ ¨Ï·ÁÓÂ  Ï È ÈÁ

„· ÏÚ ˜ÈÏÈ¯˜‡
≤µx≥∞

˙ÈÓ‡‰ ÛÒÂ‡

È‡„ÂÒ ·¯Ó
≤∞∞≤ ¨Ï·ÁÓ

„· ÏÚ ˜ÈÏÈ¯˜‡
¥∞x≥∞

˙ÈÓ‡‰ ÛÒÂ‡

È‡„ÂÒ ·¯Ó
¨± πØ∞∂Ø≤∞∞≤ ˙Â·¯Â˜

≤∞∞≤
„· ÏÚ ˜ÈÏÈ¯˜‡

≥µx¥∞
˙ÈÓ‡‰ ÛÒÂ‡

È‡„ÂÒ ·¯Ó
≤∞∞≥ ¨„ È‰˘

„· ÏÚ ˜ÈÏÈ¯˜‡
≥µx¥∞

˙ÈÓ‡‰ ÛÒÂ‡

ÔÈÊÂ¯ Ï‡È„
˙‡¯Ó© ±± ÆÒÓ ‰‡¯Ó

≤∞∞¥ ¨ ®ÒÙÈÒÙ
¨Â‡„ÈÂ ˙ÓÏˆÓ ¨·˘ÁÓ

·˘ÁÓ ˙ÎÂ˙ ¨Ô¯˜Ó
˙Â˙˘Ó ˙Â„ÈÓ

ÔÓ‡‰ ÛÒÂ‡

·È¯ „Â„
¨‰¯ È‰· ‰ÏÂ„‚ ‰‡¯Ó

±ππ∞
Ë˜È„ ¨„· ¨‰‡¯Ó È¯·˘

±≥∞x±∂∂
ÈÓÚ ÛÒÂ‡ ˙Â·È„‡·

ÔÂÚ·‚

·È¯ „Â„
¨ ¯ È‰· ˙Â‡¯Ó ¯Â Èˆ

±ππ∞
È¯·˘ ¨„· ÏÚ ˜ÈÏÈ¯˜‡

‰‡¯Ó
±≤∞x±∏∞

ÈË¯Ù ÛÒÂ‡

·‰˘ ‰È„

≤∞∞± ¨G a m e O v e r
¨µ Ï˘ ‰¯„Ò ÍÂ˙Ó ±

ÏÚ ˜ÈÏÈ¯˜‡Â ¯ÈÂÂ‡ÓÂ‚
ÚÂˆÈ· ÔÂË¯˜

≥∞∞x≤¥∞
˙ÈÓ‡‰ ÛÒÂ‡

·‰˘ ‰È„
≤∞∞¥ ¨Ï·‰

¨˜ÈÏÈ¯˜‡ ¨¯ÈÂÂ‡ÓÂ‚
˜Ï¯ÙÂÒÂ ÈÒÆÈÂÆÈÙ

¯ËÂ˜ Ó¢Ò ±∏∞
˙ÈÓ‡‰ ÛÒÂ‡

·‰˘ ‰È„
≤∞∞¥ ¨˜ÁˆÈ ˙„˜Ú

˜ÈÏÈ¯˜‡Â ¯ÈÂÂ‡ÓÂ‚
Ë˜È„ ÏÚ

¥∏x¥∏
˙ÈÓ‡‰ ÛÒÂ‡

ÒÙÈÒÙ
‰¯ÈÙÒÏ ∂≠µ ‰ ‰‡Ó‰

¯ÎÓ≠Ï‡ ˙ÈÈÒÎ· ‡ˆÓ
±±∞xπ∏x¥Æµ

˙Â˜È˙Ú‰ ˙Â˘¯ ˙Â·È„‡·
¯‚¯·ˆÏÒ ‰‡È¯Ó ∫ÌÂÏÈˆ

ÒÙÈÒÙ
‰¯ÈÙÒÏ ∂≠µ ‰ ‰‡Ó‰

¯ÎÓ≠Ï‡ ˙ÈÈÒÎ· ‡ˆÓ
±∞≤x±±∂x¥Æµ

˙Â˜È˙Ú‰ ˙Â˘¯ ˙Â·È„‡·
¯‚¯·ˆÏÒ ‰‡È¯Ó ∫ÌÂÏÈˆ



≤¥≤µ

Tsibi Geva
T e r r a z z o (detail), 2003
Mixed media on canvas
178x800
Collection of the Artist

Ú·‚ È·Èˆ
≤∞∞≥ ¨®Ë¯Ù©‰ËÏ·

„· ÏÚ ˙·¯ÂÚÓ ‰˜ÈÎË
∏∞∞x±∑∏

ÔÓ‡‰ ÛÒÂ‡

Tsibi Geva
T e r r a z z o (detail), 2003
Mixed media on canvas
178x800
Collection of the Artist

Ú·‚ È·Èˆ
≤∞∞≥ ¨®Ë¯Ù© ‰ËÏ·

„· ÏÚ ˙·¯ÂÚÓ ‰˜ÈÎË
∏∞∞x±∑∏

ÔÓ‡‰ ÛÒÂ‡



≤∂≤∑

Sharif Waked
Je r i c h o  F i r s t  (detail), 2004
Acrylic on canvas
130x200
Collection of the Artist

„Î‡Â ÛÈ¯˘
≤∞∞¥ ¨®Ë¯Ù© ‰ÏÈÁ˙ ÂÁÈ¯È

„· ÏÚ ˜ÈÏÈ¯˜‡
≤∞∞x±≥∞

ÔÓ‡‰ ÛÒÂ‡

Sharif Waked
Je r i c h o  F i r s t  (detail), 2004
Acrylic on canvas
130x200
Collection of the Artist

„Î‡Â ÛÈ¯˘
≤∞∞¥ ¨®Ë¯Ù© ‰ÏÈÁ˙ ÂÁÈ¯È

„· ÏÚ ˜ÈÏÈ¯˜‡
≤∞∞x±≥∞

ÔÓ‡‰ ÛÒÂ‡



≤∏≤π

Avishay Ayal
S a m s o n , 1998
Acrylic on canvas
80x120
Collection of the Artist

ÏÈÈ‡ È˘È·‡
±ππ∏ ¨ Ô Â˘Ó˘

„· ÏÚ ˜ÈÏÈ¯˜‡
±≤∞x∏∞

ÔÓ‡‰ ÛÒÂ‡

Avishay Ayal
B l i n d e r , 1993
Acrylic on board
60.9x45.7
Collection of the Artist

ÏÈÈ‡ È˘È·‡
±ππ≥ ¨¯ Â‰ È‚Ò
ÁÂÏ ÏÚ ˜ÈÏÈ¯˜‡

∂∞Æπx¥µÆ∑
ÔÓ‡‰ ÛÒÂ‡



≥∞≥±

Avishay Ayal
S a m s o n , 1998
Acrylic on canvas
80x120
Collection of the Artist

È‡„ÂÒ ·¯Ó
≤∞∞≥ ¨„ È‰˘

„· ÏÚ ˜ÈÏÈ¯˜‡
≥µx¥∞

˙ÈÓ‡‰ ÛÒÂ‡

Merav Sudaey
Father and Son, 2002
Acrylic on canvas
40x30
Collection of the Artist

È‡„ÂÒ ·¯Ó
≤∞∞≤ ¨ Ô· Â ·‡

„· ÏÚ ˜ÈÏÈ¯˜‡
≥∞x¥∞

˙ÈÓ‡‰ ÛÒÂ‡



≥≤≥≥

Ahlam Jomah
U n t i t l e d ,  2004
Ceramic tiles, acrylic
241x393
Collection of the Artist

‰ÚÓÂß‚ Ì‡ÏÁ‡
≤∞∞¥ ¨˙¯˙ÂÎ ‡ÏÏ

˜ÈÏÈ¯˜‡ ¨‰˜ÈÓ¯˜ ÈÁÈ¯‡
≤¥±x≥π≥

˙ÈÓ‡‰ ÛÒÂ‡

Ahlam Jomah
U n t i t l e d (detail), 2004
Ceramic tiles, acrylic
241x393
Collection of the Artist

‰ÚÓÂß‚ Ì‡ÏÁ‡
≤∞∞¥ ¨®Ë¯Ù©˙¯˙ÂÎ ‡ÏÏ
˜ÈÏÈ¯˜‡ ¨‰˜ÈÓ¯˜ ÈÁÈ¯‡
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Tal Amitai
U n t i t l e d , 2000
Dice on masonite
110x110x2
Collection of the Artist
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Tal Amitai
S o m e t h i n g  i s  G o i n g  t o  H a p p e n ,
1998-1999
Acrylic and marker on polyurethane
12x28.5x21
Collection of the Artist
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Dina Shenhav
G a m e  O v e r , 2001
1 in a series of 5
Foam, acrylic on oaktag
240x300
Collection of the Artist
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Dina Shenhav
S a c r i fi c e o f I s a a c , 2004
Foam and acrylic on plywood
48x48
Collection of the Artist

·‰˘ ‰È„
≤∞∞¥ ¨˜ÁˆÈ ˙„˜Ú

Ë˜È„ ÏÚ ˜ÈÏÈ¯˜‡Â ¯ÈÂÂ‡ÓÂ‚
∏¥x¥∏

˙ÈÓ‡‰ ÛÒÂ‡



≥∏≥π

Yaacov Chefetz
L y i n g  F l a g (detail), 2004
Natural mosaic stones and glass
3 mosaics, 39x120 each
Collection of the Artist
Executed in collaboration with Hagar
Chefetz – Studio for Mosaic Design
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Sima Meir
U n d y i n g  H o p e , 2004
Gravel and glue
55x65
Collection of the Artist
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Dina Shenhav
S a c r i fi c e o f I s a a c , 2004
Foam and acrylic on plywood
48x48
Collection of the Artist
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David Wakstein
S o l d i e r  (No. 7), 1999-2004
(1 in a series of 17)
Mosaic
80x80
Collection of the Artist
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David Wakstein
S o l d i e r  (No. 8), 1999-2004
(1 in a series of 17)
Mosaic
80x80
Collection of the Artist
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Gordon
C o m p a s s i o n , 2004
Rolled papers, wood
49x122
Collection of the Artist
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Gordon
C o m p a s s i o n (detail), 2004
Rolled papers, wood
49x122
Collection of the Artist
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David Reeb
L a r g e  L i g h t  M i r r o r , 1990
Mirror fragments, canvas, plywood
166x130
Courtesy of Noemi Givon Collection
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Daniel Rozin
M i r r o r N o . 9 , 2003
Computer, Video Camera, Video Projector,
Custom Software
Size - Variable
Exhibited at the Israel Museum 2004
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Sima Meir
Land Flowing, 2004
Gravel and glue
83x65
Collection of the Artist

Sima Meir
Undying Hope, 2004
Gravel and glue
55x65
Collection of the Artist

Sima Meir
Untitled, 2004
(from the series Going to 
the Market)
Gravel and cardboard box
30x52x15
Collection of the Artist

Sima Meir
Untitled, 2004
(from the series Going to 
the Market)
Gravel and cardboard box
30x52x15
Collection of the Artist

David Reeb
Large Light Mirror, 1990
Mirror fragments, canvas, 
plywood
166x130
Courtesy of Noemi Givon 
Collection

David Reeb
Light Mirror Painting, 1990
Acrylic on canvas, mirror 
fragments
180x120
Private Collection

Daniel Rozin
Mirror no. 11 (Mosaic 
Mirror), 2004
Computer, video camera, 
projector, custom software
Dimensions variable
Collection of the Artist

Dina Shenhav
Abel, 2004
Foam, acrylic, PVC and 
Superlac 
Diameter: 180 cm
Collection of the Artist

Dina Shenhav
Game Over, 2001
1 in a series of 5
Foam, acrylic on oaktag
240x300
Collection of the Artist

Dina Shenhav
Sacrifice of Isaac, 2004
Foam and acrylic on 
plywood
48x48
Collection of the Artist

Merav Sudaey
Father and Son, 2002
Acrylic on canvas
40x30
Collection of the Artist

Merav Sudaey
Fire, 2004
)From the series Victims, 
2003-2004)
Mixed media
170x100
Collection of the Artist

Merav Sudaey
Mother, 2003
Acrylic on canvas
27x18
Private Collection

Merav Sudaey
Shahid, 2003
Acrylic on canvas
40x35
Collection of the Artist

Merav Sudaey
Soldier and Terrorist, 2002
Acrylic on canvas
30x25
Collection of the Artist

Merav Sudaey
Terrorist, 2002
Acrylic on canvas
30x40
Collection of the Artist

Merav Sudaey
Victims 19/06/2002, 2002
Acrylic on canvas
40x35
Collection of the Artist

Sharif Waked
Jericho First, 2004
Acrylic on canvas, digital 
print on sticker paper 
Collection of the Artist

David Wakstein
Aya, 2002
Mosaic
61x61
Private Collection

David Wakstein
Soldier (No.7), 1999-2004
(1 in a series of 17)
Mosaic
80x80
Collection of the Artist

David Wakstein
2004-Soldier (No. 9), 1999
(1 in a series of 17)
Mosaic
80x80
Collection of the Artist

David Wakstein
2004-Soldier (No. 10), 1999
(1 in a series of 17)
Mosaic
80x80
Collection of the Artist

David Wakstein
2004-Soldier (No. 11), 1999
(1 in a series of 17)
Mosaic
80x80
Collection of the Artist

David Wakstein
2004-Soldier (No. 12), 1999
(1 in a series of 17)
Mosaic
80x80
Collection of the Artist

David Wakstein
Soldier (No. 14), 1999-2004
(1 in a series of 17)
Mosaic
80x80
Collection of the Artist

Mosaic pavement
5th-6th Century
El-Makr Church
102x116x4.5
Courtesy of Israel 
Antiquities Authority 
Photograph: Mariana 
Salzberger 

Mosaic pavement
5th-6th Century
El-Makr Church
110x98x4.5
Courtesy of Israel 
Antiquities Authority
Photograph: Mariana 
Salzberger
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Tal Amitai
Untitled, 2000
Dice on masonite
110x110x2
Collection of the Artist

Tal Amitai
Something is Going to
1999-Happen, 1998
Acrylic and marker on 
polyurethane
12x28.5x21
Collection of the Artist

Avishay Ayal
Blinder, 1993
Acrylic on board
60.9x45.7
Collection of the Artist

Avishay Ayal
HIM, 1993
Acrylic on plywood
41x50.8
Collection of the Artist

The exhibition Fragments presents diverse visual references to this 
current reality, eliciting the harsh feelings involved in confrontation 
of this world. The tension between fragmentation and reconstruction 
hides behind the ancient, “innocent” appearance of mosaic work. Its 
current realization in Israeli art exposes its subversive dimension, chal-
lenging the very possibility of forming a concrete identity, of arriving at 
a single definition. That which began with disruption and deconstruc-
tion indeed ends with an attempt at reassembling and reconstruction, 
but the signs of rupture are indelible. The furrowed face of reality still 
emerges from this spectrum of contemporary mosaic works.

 

EXHIBITION CHECKLIST

Measurements are given in centimeters, height x width x depth

Avishay Ayal
Samson, 1998
Acrylic on canvas
80x120
Collection of the Artist

Avishay Ayal
SHTA, 1993
Acrylic on plywood
41x50.8
Collection of the Artist

Yaacov Chefetz
Lying Flag, 2004
Natural mosaic stones and 
glass
3 mosaics, 39x120 each
Collection of the Artist
Executed in collaboration 
with Hagar Chefetz 
– Studio for Mosaic Design

Tsibi Geva
Terrazzo, 2003
Mixed media on canvas
178x622
(Dimensions of the entire 
painting – 178x800) 
Collection of the Artist

Gordon
Compassion, 2004
Rolled papers, wood
49x122
Collection of the Artist

Ahlam Jomah
Untitled, 2004
Ceramic tiles, acrylic
241x393
Collection of the Artist

Sima Meir
All Right, 2004
Gravel and glue
52x65
Collection of the Artist
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*       *       *

The majority of the works in the current show endeavor to preserve 
the decorative nature of the original mosaic art to some extent,16 while 
commenting on the sense of ideological rupture and the disintegration 
of values in Israeli reality, whether this concerns the splitting of Israeli 
society into multiple ethnic and cultural groups with different agendas, 
the disintegration of social cohesion, the growing polarization in the 
public discourse about the future of the state, or the rifts in the sense 
of identification with the country’s crystallizing nature and mode of
operation felt by many of its citizens. At first sight the works offer a
sense of wholeness and perfection, soon revealed as deconstructed, in 
terms of form and content alike. Paradoxically, however, precisely the 
depiction of that which is broken and disintegrated is often received as a 
powerful, lucid and stratified image spawned by great, patient energy
and preceded by exact, exacting plans. 

While the work of some of the artists is underlain by the utopian aspi-
ration to reassemble the fragments and arrive at a sense of wholeness, 
others are engaged in a realistic depiction of an existing emotional 
state, without an aspiration, pretension, or desire to change it. 

The sense of disintegration and rupture is described by Rabbi Shlomo 
Eliyashiv in Sha’arei HaLeshem (a Lurianic interpretation of the Kab-
balah), maintaining that the vessels shattered and countless  lement 
is empowered, discusses a world that was originally whole, flowing
from its divine origins to its end, filling the upper vessels that be-
queath abundance onto the lower vessels. This unity, however, was 
interrupted. The channels of abundance were blocked, and the vessels 
– shattered. The fragments became shells encapsulating sparks of di-
vine light, out of sight. This is the description of our world according 
to Lurianic Kabbalah.

from one place to another. Rosin examines, inter alia, the constitu-
tion of the digital object and the effects of pixels on the human eye 
viewing them. In his series of software mirrors (to which the work 
presented in the show belongs), Rosin addressed several themes 
pertaining to the digital image, attempting to transform the pixels 
comprising it into entities with feelings and desires, etc. 

*       *       *

The tremendous development of computer imagery in the past 
twenty-five years has led to the development of advanced digital
display methods. The computer image is comprised of juxtaposed 
color units (pixels). The human eye’s ability to connect the colored 
dots into a continuous, meaningful picture sheds light on the secret 
deciphered by the first mosaic artists. The surprising similarity be-
tween the visual principles of this “simple” art form, painterly theo-
ries developed in the 19th century (Impressionism and Pointillism), 
and contemporary digital art, is striking. Pointillism, a painting 
technique developed by artist Georges Seurat in 1883, was essen-
tially a “system of applying paint in isolated dots of pure color.” Its 
development was based on scientific studies of color, such as that of
Michel-Eugène Chevreul and other scholars, who proved that adja-
cent colors blend in the viewer’s eye, and that the resulting colors 
are “purer” than any pigments mixed on the palette. Seurat the 
pointillist used this research to obtain his artistic goal: “to capture 
on canvas the essence of appearances,” the unchanging essence of 
changing sights.15 

The development of these modern theories of color, which led to 
the development of the modern printing press in the 20th century, as 
well as the pixel principles underlying contemporary computer art 
enable us to appreciate the achievement of the early mosaic artists 
more greatly, as they fathomed the human gaze and its complexity. 
The beauty inherent in the mosaic (and its later “sibling,” the dig-
ital image) lies in the tension between the two levels of “reading” 
they introduce: the general view of the image from a distance and 
the individual nature of its constituent elements discernible from 
up close. The illusion generated in the oscillation between these is 
constant and engaging.

14. In a conversation with the writer, 2004.

15. David Piper, The Illustrated History of Art (Hamlyn: 1994), pp. 358-259

16. “In the mid-6th century one may note a tendency displayed by Jewish mosaic-makers to ab-
stain from human depictions, a fact which did not limit the activity of Jewish individuals in terms 
of their home decoration…”
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to that of the people whose portraits they have toiled to construct, is 
grim and unsettling.

Gordon introduces the word “Compassion,” as it hesitantly pops out 
of tens of thousands of rolled papers (p. @@). The work’s minor col-
oration (white on white) makes it difficult for the viewer to locate the
word, intended, according to Gordon, only for those who are compas-
sionate. The meditative, scrupulous, obsessive and monotonous work 
process characterizes this type of artistic practice as a mantra. The soft 
paper that does not require the use of physical force (unlike his earlier 
works in iron and metal) guided his state of mind, and led him to re-
flect on this abstract notion.

David Reeb’s mirror fragments deconstruct the figure of their viewer,
triggering disconcert. It seems that Reeb wishes to literally pose a mir-
ror before the viewer. Facing his work, splinters of the viewer’s image 
are reflected, which do not unite into a coherent image. These works
are part of a series he created in the 1990s, intuitively, as he asserts, out 
of a sense of a radical change of values and a desire to address the split 
sense of self, his and the viewer’s. Nevertheless, he stresses, the works 
embody the desire to construct something out of the fragments.

Daniel Rozin, who has engaged for the past seven years in digital 
art, offers the viewer a pixelized self-portrait (p. @@), even if this is but 
a fragile, perishable portrait that changes with every slight movement 
of its subject. The mirror, he says, provided him with an object and a 
theme for research that form the basis for art and articulation. “Despite 
its simplicity, the mirror is a rather intricate object. It is an object that 
obeys simple yet sophisticated optical principles, that even advanced 
technologies and state-of-the-art computers cannot imitate. Thus, the 
effect generated by a polished piece of tin cannot be reconstructed even 
by the most sophisticated computer…,” says Rosin.14 His works func-
tion as mirrors of sorts, in various modes. Today they are created out 
of conscious and intentional reference to this magical object, but at the 
outset of his career, they were created unconsciously. Rosin divides his 
current works into five distinctive groups: large mechanical mirrors,
software mirrors, video paintings, optical mirrors, and stratified im-
ages. Recently, he says, he has been interested in the digital object itself, 
as opposed to its usual treatment as a channel to convey information, 
or as a mediator whose role amounts to transmission of “real” objects 

works juxtapose antithetical values: past-present, collective-individu-
al, male-female, hard-soft. Like Chefetz’s use of the flag image, Meir’s
treatment of the stone softens its rigidity, thus interfering with gender-
oriented definitions: quarrying, stone-cutting and inlaying in mosaic
pavements are considered male labor, being a part of the work of con-
struction and paving associated by the Zionist ethos with the pioneer’s 
contribution to the “construction of the land.” Meir’s treatment of mo-
saic stone inlaying in her works converses with works of embroidery 
and weaving considered female crafts. The tension generated between 
the eternal, important, “male” technique and the marginal, ephemeral 
and domestic “female” techniques devalues the former.

David Wakstein presents mosaic medallions depicting portraits of 
soldiers copied from old photographs from the Yom Kippur War, where 
he appears with his brothers-in-arms (p. @@). This series was created 
in the beginning of an unusual pedagogical/artistic project Wakstein 
launched in 1997 and that has continued ever since: work with youth 
in Ofakim, Ramla and Nazareth. In recent years he has included art stu-
dents from the Bezalel Academy of Art and Design, Jerusalem, in this 
activity. They serve as tutors to the young artists. The artist, tutors and 
pupils work together, asking questions and producing shared works 
that are presented in museum spaces. The works in the current show 
were created in collaboration with a group of youngsters from the 
town of Ofakim, a group Wakstein calls “Ofakim Hadashim,” humor-
ously alluding to the group of Israeli artists New Horizons (“Ofakim 
Hadashim”) that operated between 1948 and 1964 and strove for ab-
straction. Wakstein’s unique activity places him between poles: artistic 
practice in the center versus pedagogical practice in the periphery; 
individual work as an artist versus teamwork with the children and 
students. Not only does he manage to maintain the two worlds, but he 
brings these poles together, transforming his activity as a teacher and a 
mentor into a part of his artistic practice. The gap between Wakstein’s 
chosen method and the contents of the works in the series may be per-
ceived as a means to demonstrate various goals toward which young 
people may be directed: military sacrifice is substituted for an aspira-
tion for aesthetic achievements, in the spirit of “and they shall beat 
their swords into plowshares” (and their guns into brushes…). The 
thought of those young people engaged in artistic work, whose next 
station in life, the military service, might put them in a situation similar 
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naive, “blown-up”, modular units in comparison to fine mosaic stones,
perhaps due to a desperate childlike yearning to create an imaginary 
microcosm of play blocks that would slightly “soften” the aggressive, 
threatening reality depicted on them.

Yaacov Chefetz portrays the Israeli flag in an unusual pose: lying
loosely folded, rather than fluttering on a pole (p. @@); a vulnerable
object reminiscent of a wounded animal that calls for compassion and 
tenderness. The mosaic work lends a gloomy, humane meaning to the 
image of the flag – a symbol of the country’s sovereign power and of
the realization of the dream of a Zionist collective. The original graphic 
nature of the Israeli flag, with its straight lines and the acute angles
of the Star of David in its midst, convey the sense of male toughness 
and tension. This quality is mellowed in Chefetz’s work to the point of 
feebleness and collapse. “The idea for this work,” says Chefetz, “origi-
nated in the words of Prof. Yeshayahu Leibowitz who called the flag ‘a
piece of colored rag,’ thus distinguishing between matter and symbol, 
maintaining that the flag has, over the years, lost its abstract symbolic
quality and transformed into a golden calf…”.13 Unlike other symbols of 
the state designed after archaeological findings, the flag is a relatively
new graphic symbol entirely charged with national meanings invested 
in it by Herzl and his followers in the Zionist movement. Presenting 
the modern flag as a type of ancient archaeological finding disrupts its
meaning, introducing it as an anti-hero. Furthermore, Chefetz’s work is 
also an art history quotation, alluding to David Ginton’s series of flags
from the 1990s, made after Jasper Johns’s American flag from 1955.

Sima Meir creates “stone carpets” that blend concepts from the fields
of mosaic, flooring, and weaving (p. @@). Vegetal elements from 6th cen-
tury mosaic pavements are quoted in her works alongside fragments 
of words and texts from Israeli life, attesting to an emotional and ideo-
logical disruption. Thus, for example, the biblical verse, “a land flow-
ing with milk and honey” familiar from the story of the spies (Joshua 5: 
6) has been abbreviated to read “Land Flowing,” and the phrase “our 
hope is not lost “ from Israel’s national anthem was reduced to “is not 
lost”; hanging on the wall next to these two “quotes” is the false, empty 
and all-so-Israeli phrase “everything’s going to be all right.” Meir’s 

regained and it would have been possible once again to deny the inter-
nal fragmentation, the spiritual collapse and the loss of identity. The 
maze and the toy bricks revealing the text are game elements, albeit 
these are ancient and highly-meaningful games. Ever since the Knossos 
labyrinth, wandering in a maze has come to symbolize human fate, and 
various dice games have been an expression of the vicissitudes of fate.

Dina Shenhav’s large-scale work (p. @@) is a part of the series Game 
Over, a title borrowed from the lingo of virtual war games. Shenhav 
copied images of battles on the Palestinian street from press photo-
graphs published in Israeli daily newspapers, and assembled them 
from acrylic-painted foam. Consciously manipulating the ancient 
mosaic technique, she preserves and reconstructs the typical mode of 
work, while intervening in the eternal nature of the mosaic by using 
contemporary materials and contents. Shenhav’s preoccupation with 
the ancient art form of the mosaic stems from a search for an affinity
with our distant cultural past. (Her father, Dudu Shenhav, was the Chief 
Conservator of the Israel Museum, Jerusalem and engaged in artifact 
restoration and conservation). Unlike the act of archaeological unearth-
ing, however, Shenhav creates a new object: while the archaeological 
act of restoration is aimed at repairing the wear and tear of time, Shen-
hav emphasizes the point of rupture and the traces of destruction in her 
works. The low, perishable material she uses (foam) conveys a sense di-
ametrically opposed to the eternity and splendor of the mosaic stones. 
In Shenhav’s work, the drawing away from the beautiful, eternal origi-
nal, which is associated with ritual sites and religious structures from 
the ancient past of Eretz-Israeli culture, articulates the human conflict,
the temporal, transient everyday struggle. Shenhav alludes directly to 
mythological, biblical stories dealing with the sacrifice of life (the Sacri-
fice of Isaac) and murder (the story of Cain and Abel) (pp. @@). The fig-
ure of Abel lying dead – the image of the first murder mentioned in the
Bible (Genesis 4:8) – Is demarcated by the famous verse: “The thing that 
hath been, it is that which shall be; and that which is done is that which 
shall be done: and there is no new thing under the sun.” (Ecclesiastes 1:
9). Shenhav exerts herself to reconstruct the ancient work process, even 
though this fact evades the viewer’s eye: the pieces of foam are painted 
in acrylic, subsequently cut into cubes that are piled according to color, 
and only then are they rearranged into a jigsaw-puzzle, in keeping 
with the predetermined image. The crude pieces of foam function as 13. From a conversation with Yaacov Chefetz, June 2004.
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in Taibe adjacent to the Green Line, attests to the difficulty in defining
her identity. Life on the borderline between two entities, the Israeli and 
the Palestinian, blurs the definition of her place of residence, inevitably
bringing her closer to the heart of the conflict. As a mother of five, she
has become preoccupied with the Arab/Israeli identity equation in the 
shadow of the IDF’s intense operation in the Occupied Territories. Her 
work in the show was inspired by her children’s paintings during the 
time of Operation Defensive Wall in the neighboring Tulkarem, which 
gradually transformed into war paintings. The sounds of explosions 
and the obsessive sight of the helicopters bombing the city upset the 
peace and quiet in her home, she says, making her abandon her pervi-
ous engagements and focus on the new reality of life.

Tal Amitai articulates a sense of vulnerability and desperate anxiety 
as well. Personal and national futures are linked to the notions of the 
house and home via construction of a textual maze from small wooden 
toy bricks (p. @@). The words quoted in the piece are extracted from 
Paul Auster’s The Invention of Solitude (1982): “At what moment does 
a house stop being a house? When the roof is taken off? When the 
windows are removed? When the walls are knocked down? At what 
moment does it become a pile of rubble? … And then one day the walls 
of your house finally collapse. If the door is still standing, however, all
you have to do is walk through it, and you are back inside. It’s pleas-
ant sleeping out under the stars. Never mind the rain. It can’t last very 
long.”12 This quote from Auster is especially disconcerting and uncan-
ny due to the way in which it is employed by Amitai in the context of 
Israeli reality during the ongoing Intifada. The words become charged 
with connotations from the jargon of current affairs: security, separa-
tion fence, demolition of houses … The yearning for a home, whether 
a personal, concrete home or a metaphorical national home, leads to a 
quest for a refuge; it prompts one to explore his sense of belonging, and 
transforms into a tool as part of the attempt to define identity. The thin
line between order and chaos, between home-owner and homeless, is 
defined by Auster in terms of the door. Against the background of the
dramatic and painful Israeli reality, it sometimes seems that if only the 
door of the house had stood firm, a sense of security would have been

portrait (Blinder), nude and blindfolded, emphasizes the dichotomous 
Israeli situation, involving great vulnerability with denial of the tragic 
situation in the Occupied Territories. Another work (p. @) bears the 
name Samson, that biblical hero endowed with Pagan qualities (whose 
name is derived from the word shemesh =sun) and unnatural physical 
power that enabled him to strike a thousand Philistines with a don-
key’s jawbone. Apart from the biblical context, the name Samson also 
triggers military associations closer to our time. The Shualei Shimshon 
unit (“Samson’s Foxes”) that operated in the south during the War of 
Independence was named after this biblical figure, and later, the IDF
Shimshon unit of undercover fighters masquerading as Palestinians,
that operated in Gaza during the first Intifada. In the wake of that
first Intifada (1988), the Giva’ti Brigade trials, and the discharge of the
Shimson unit commanders, Ayal created a series of works dealing with 
stones and bones. The name Samson floats between images reminiscent
of stones, potsherds, bones, and a donkey’s jawbone, as a déjà vu of the 
biblical story.

Merav Sudaey copies newspaper portraits of terror casualties and 
victims of the al-Aqsa Intifada (the current Palestinian uprising) in an 
attempt to portray the daily reality of loss and suffering on both sides 
of the conflict. The acrylic’s application on the canvas imitates decora-
tive needlework, calling traditional female crafts intended as domestic 
decoration to mind. An acute contrast is thus created between the in-
dustrious technique, its coloration and original decorative uses on the 
one hand, and the contents that draw on news events and are imbued 
with violence and hatred, on the other. In Fire (p. @@), Sudaey glues 
matchboxes together to form the shape of a flame. She paints the boxes
and attaches to them photographs of terror victims that seem to “burst 
forth” from amidst the flames. While the rendered image is indeed one
of erupting fire, it is a fire whose motion is fossilized, frozen. Monu-
ment-like, the work serves as a commemoration of a group of people 
who were foreign to one another in their lives, yet came to share a bitter 
fate. The victims’ faces form a memory of a life cut off.

Ahlam Jumah engraves images of modern weapons on painted ceram-
ic tiles (p. @@) to describe the “invasion” of the Intifada into her home, 
thus illustrating the aggressive penetration of the brutal alienated arms 
to the very heart of domestic intimacy. Jumah, an Arab-Israeli living 12. Paul Auster, The Invention of Solitude (New York: Penguin, 1988), p. 22.
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Khirbet al-Mafjar, north of Jericho.9 Waked disperses the illusion that 
this is an ancient, authentic object by digitally reproducing the original 
mosaic via computer imaging, transforming it into a repeated pattern 
akin to a decorative wall-paper; he thereby performs an act of estrange-
ment and a renewed deconstruction of Palestinian ideology and na-
tional authenticity, similar to those performed by Israeli artists with 
regard to Zionist ideology. From this point of departure, presenting an 
ancient mosaic from the Arab period,10 Waked embarks on a subtle, so-
phisticated discussion of the reality of the Israeli/Palestinian conflict.
The key image of the mosaic, figuratively depicting a lion attacking a
deer under a tree described in the written sources as the Tree of Life,11 
undergoes metaphorical transformation in two series of paintings 
based on digital manipulation. These images of the devouring lion and 
the partially devoured deer are fused to form a single awkward entity, 
a new hybrid that calls for reflection about the impossible relationship
between hunter and prey. The symbolic identities of the two dissolve 
and merge in such a way that prevents not only their separation, but 
also the very ability to distinguish between them. Thus, instead of split 
vision that simplistically divides the world into “good” and “evil,” 
a dense, oppressive system of interconnected vessels is created before 
our very eyes, where each constituent element exerts a crucial destruc-
tive influence on the other.

Avishay Ayal’s works from the 1990s continue his preoccupation with 
Israeli identity and its historical, political and linguistic roots, begun in 
the 1970s. SHTAHIM (p. @@) is the first work in a series dealing with
words painted as a mosaic. This politically charged word (literally de-
noting territories, a reference to the Occupied Territories in its definite
form, and phonetically reminiscent of the word shtihim =carpets) is 
presented as a decorative ornament. This Hebrew word, which car-
ries a heavy associative burden, becomes meaningless when spelled in 
Latin letters, and all the more when cut into two syllables: SHTA-HIM. 
Israel’s internal codes, obsessively preoccupied with our relationship 
with the Arabs, acquire an ironic dimension here. The artist’s self-

of identity.6 Jacques Lacan has called the formative phase in the de-
velopment of the child’s sense of self “the Mirror Stage,”7 maintaining 
that during the formation of the self, the infant, whose abilities are still 
limited and fragmented, experiences an imagined sense of unity of 
himself and his abilities by looking at his reflected image in the mirror.
This developmental phase, as defined by Lacan, sketches the first lines
in the formation of the Ego.8

Attempts at deconstruction, or construction, emerge in diverse modes 
in the works of the participating artists:

Tsibi Geva (p. @@) presents a single work from a series of terrazzo 
(floor tiles) images he has developed over the years. The series as a
whole is typified by deconstruction and reconstruction of the familiar
image. His terrazzo pieces of recent years are large-scale paintings that 
introduce an elusive structure of disintegration and explosion of im-
ages. Resonating with images from other series, these explosions ap-
pear spontaneous at first sight. A closer look, however, reveals tight
structural qualities devoid of a hierarchical thematic focal point, in-
stead offering associations between forms alongside dissociations and 
interruptions. Despite the strong sense of disintegration they transmit, 
the parts unite to form a totality. The floor tile, functioning as a key im-
age in Geva’s work for many years, was a common object in the work 
environment of his father, Ya’acov (Cuba) Geber, who was an architect 
and a builder. His concrete contribution to the country’s construction 
transformed over the years into a symbol of “Arab work.” (The word 
balata =floor tile, is an Arabic distortion of the Latin word plata =plate).
Ostensibly banal, this object is charged in Geva’s work with political 
meaning, relating to the sense of ideological disintegration and chaos 
in Israeli society. At the same time, it also calls for an aesthetic discus-
sion of the object’s formal qualities.

Sharif Waked in Jericho First quotes an 8th century ancient mosaic 
from the Umayyad dynasty (p. @@), a magnificent mosaic floor found
next to the throne room in a palace attributed to the caliph Hisham at 

nicott, Playing and Reality (London: Tavistock Publications, 1971.

7. A stage he associated with infants aged 6-18 months.

8. J. Laplanche and J. B. Pontalis, The language of Psychoanalysis (London: Karnac Books, 1988), 
pp. 250-251.

9. Avi-Yonah, see. n. 1, p. 55.

10. 633-1099 AD.

11. Avi-Yonah, see. n. 1, p. 55.

12. Paul Auster, The Invention of Solitude (New York: Penguin, 1988), p. 22.
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dents. Sima Meir creates stone carpets that allude to images of ancient 
mosaic pavements, using plain gravel originating in present-day trends 
in Israeli landscaping and construction. The words incorporated into 
her works shift attention from the decorative and historical to the emo-
tional and topical. In her attempts to reinforce her affinities with his-
tory she is guided by her sense of detachment. As arises from the works 
of other artists in the show, however, the quest for historical roots is not 
consoling; it exposes a sense of dismay, an unbridgeable gap between 
the fantasy about the perfection of the world of the past and the sense 
of transience and detachment typifying our world today.

Unlike these three, all the other artists in the show substitute the in-
dustrious act of inlaying the ancient mosaic stones with jigsaw-puzzles 
of sorts, made of industrial, modern, accessible and “cheap” materials: 
Dina Shenhav’s foam cubes, Tal Amitai’s toy bricks, Ahlam Jumah’s ce-
ramic tiles, the acrylic paints used by Avishay Ayal and Merav Sudaey, 
David Reeb’s mirror fragments, Daniel Rozin’s pixels, and Gordon’s 
rolled papers.

The mirror functions in the works of David Reeb and Daniel Rozin as 
an “impaired” metaphorical object taking part in the process of identity 
formation. Reeb creates paintings from mirror fragments, whether by 
attaching them directly to the canvas without any addition, or as part 
of a painterly array of geometric forms (p. 26). Through these frag-
ments he challenges the false feelings of an ostensible unity, or alterna-
tively, the sense of splitting experienced by the viewing subject. Daniel 
Rozin creates a digital mirror by means of a custom software (p. @@). 
His interactive work reconstructs the viewer’s figure with the help of
a camera situated in the exhibition space. The resulting digital image 
resembles the operation of the mirror that reflects the viewer’s image.
But the figure being constructed before his very eyes does not present
him with his entire image; it remains disintegrated and only partially 
decipherable.

According to theories of personality, the process of identity forma-
tion involves external reflection. When that reflection is faithful and
accurate, it promotes the sense of an “inner anchor,” to which one may 
return and from which one may draw strength in times of difficulty.
Alternatively, a distorted reflection leads to a flawed, incapable sense

maintains that due to the visual and conceptual didactic nature of the 
biblical scenes uncovered in Byzantine mosaics in ancient synagogues 
in Israel, select Biblical stories could be bequeathed to the worshipers, 
thus allowing assimilation of conceptual-ideational messages. The 
symbolism of these select biblical stories manifested the ways of Provi-
dence: forgiveness and redemption, an act of heavenly salvation that 
emerges at the place where man is helpless.4

This was the mode of depiction used to convey the stories of the Sac-
rifice of Isaac’s (Beth Alpha), Noah’s Arc (Gerasa, present-day Jerash,
in Trans-Jordan and Mopsuestia, the modern Missis, in Cilicia, Asia Mi-
nor), King David as Orpheus (Gaza Maiumas), and Daniel in the Lion’s 
Den (Na’aran and Khirbet Susiya).5

 The works in the current show introduce variations to the mosaic 
technique whose original products were durable, thereby investing 
the contemporary images and contents they address with significance
and permanence. The eternal nature of this ancient art form seems 
to attest, in contemporary contexts, to the artists’ fear that the news 
events inundating them would likewise become everlasting. Distanc-
ing the testimony to the ancient world may also be interpreted, on the 
personal level, as the artists’ attempt to challenge the Zionist narrative 
ironically by juxtaposing it with archaeological images as a reaffirming
proof from the past.

Three of the participating artists – Yaacov Chefetz, David Wakstein, 
and Sima Meir – create real mosaics by inlaying small stones, thus shift-
ing the ancient technique to current directions. While Chefetz alludes 
to a specific type of mosaic from 2nd century Rome, Wakstein attests
that his choice of this technique was primarily pragmatic; it was aimed 
at facilitating his pedagogical work with large groups of students, so as 
to cancel the hierarchy among students and between teacher and stu-

4. Asher Ovadiah, “Mosaic Art of the Ancient Synagogues in Israel,” in Mosaic Art in Ancient 
Synagogues in Israel from the 4th to the 7th Centuries, translator: Richard Flantz, exh. cat., the Genia 
Schreiber University Art Gallery, Tel Aviv University, 1993, p. 82. 

5. According to Prof. Ovadiah, in terms of content one may generally identify three iconographic 
elements: the biblical scene, the zodiac, and the Torah Ark flanked by menorahs. Ibid.

5. According to Prof. Ovadiah, in terms of content one may generally identify three iconographic 
elements: the biblical scene, the zodiac, and the Torah Ark flanked by menorahs. Ibid.6. D. W. Win-
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name of biblical Samson (p. @@), thus alluding to the echoes of the 
ancient name in the titles of IDF units. Sima Meir creates stone carpets 
containing hybrid-creatures, linking the ancient mosaic technique to its 
contemporary manifestations (p. @@).2

The decorative facet is emphasized in the works of many of the art-
ists participating in the show. Merav Sudaey presents the portraits of 
terror victims via “decorative” colorful means originating in the art of 
embroidery. Juxtaposing this modest medium with the harsh, unbear-
able contents it endeavors to express underscores the degree of terror 
and absurdity inherent in a reality of life in the shadow of terror (p. 34). 
Tal Amitai “sails” an origami paper boat on an embellished “notebook 
page,” while the words “something is going to happen” threaten to cap-
size the boat at any minute (p. 23). The boat and its surface, both made 
of hardened polyurethane, “masquerade” as a checkered notepad page, 
extracted from the world of schoolchildren, and the bluish coloration 
of the color squares, rendered in acrylic and marker, conflicts with the
sense of danger arising from the text. Gordon fixes tens of thousands of
rolled papers within holes he carved on a plywood surface (p. 34). The 
dense cluster, generating the appearance of “paper beads,” reveals the 
highly-charged word “compassion” in the white background. Ahlam 
Jumah employs prevalent domestic decorative bath tiles, but instead 
of the common, banal flower images or children’s drawings, she “deco-
rates” them with unsettling images of weapons.

Many of the works seem to convey feelings of fear and helplessness 
vis-à-vis a threatening, deadlocked reality. They relate not only to the 
current aspects of the Israeli reality, but also borrow images of death 
and destruction from the world of antiquity. The analogy between our 
reality today and the existential fears and distress that burdened the 
ancient inhabitants of the land, allows perusal of the problems of the 
present from a certain distance. 

In his essay in the exhibition catalogue Mosaic Art in Ancient Syna-
gogues in Israel from the 4th to the 7th Centuries,3 curator Prof. Asher Ova-
diah refers to the didactic aspects of ancient mosaic pavements. He 

2. Meir’s stone carpets are inspired by decorative stone surfaces found in Byzantine synagogue 
mosaics characterized by rich geometric, vegetal and figurative motifs.

3. An exhibition held at the Genia Schreiber University Art Gallery, Tel Aviv University, 1993.

“volume,” and “weight,” uncharacteristic of the medium of painting. 
In many instances, the art of mosaic transforms a two-dimensional 
work into a relief that oscillates between painting and sculpture. Adop-
tion of this model of mosaic inlay and reconstruction may attest to the 
artists’ need to correspond with an artistic culture of the past, a culture 
unearthed in many archaeological sites and exhibited in historical mu-
seums all over the country.

Sacred to Jews, Muslims and Christians alike, the Land of Israel 
has had a significant place in the distribution of ancient mosaic art
throughout the Roman Empire. More mosaic pavements have been 
unearthed here than in any other Byzantine province.1 Adopted by the 
Jewish inhabitants of the land from as early as the first century, mosa-
ics were found in many sites throughout the country – in synagogues, 
churches, and public buildings, as well as in oil and wine presses and 
affluent homes.

The word “mosaic” originates from the word “muse,” although the 
art of mosaic does not have a patron-muse. In this sense, it is a hybrid 
art form that vacillates between painting and sculpture, lacking the 
quintessential qualities of “pure” art.

Confrontation of the threatening reality by means of quasi-ancient 
tools is discernible in the work of Sharif Waked who presents the 
Israeli/Palestinian conflict through images borrowed from an 8th cen-
tury mosaic (p. @@). A similar modus operandi is displayed by Yaacov 
Chefetz, who assembles the Israeli flag from little stones in Roman
mosaic style (p. @@), and David Wakstein, who presents the portraits 
of his fellow Yom Kippur War (1973) fighters within decorative mosaic
medallions (p. @@). Such use of a quasi-ancient technique in contem-
porary art is subversive. The introduction of the ancient technique and 
images as popular materials, or characterization of ephemeral current 
photographic news images as ancient or timeless, renders the exploita-
tion of this art form of the past a manipulative act.

At times, the artists borrow images or motifs from the past, introduc-
ing them to a context that lends them new meaning. Dina Shenhav 
schematically depicts the figure of Abel, lying on the ground, and next
to it – a quote from Ecclesiastes (p. @@). Avishay Ayal inscribes the 
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The sense of disintegration and rupture in the definition of Israeli
identity is reflected in the work of contemporary Israeli artists who
address charged images and topical content. These artists have chosen 
to express the charged contents of the present via dialogue with an 
ancient technique – the mosaic, a particularly interesting phenomenon 
due to the contrast between the contemporary messages and the old 
“language.” 

The current show sets out to explore the need exhibited by Israeli 
artists to redefine their identity as a player in the national situation,
to present a historical metaphor in their works by borrowing artistic 
means from the past, and perhaps even to undermine the very possibil-
ity of defining identity. By turning to the art of the past, artists endeav-
or to clarify a thing or two about their obscure identity for themselves. 
The need to turn to an ancient technique may also be interpreted as a 
psychological vehicle that enables confrontation of a threatening real-
ity by classifying it as “belonging to the past.”

The works featured in the show engage in deconstruction of the figu-
rative image, or reconstruction of the deconstructed whole. These acts 
of deconstruction and reconstruction enhance or, alternatively, enfee-
ble the image, thus allowing for its redefinition, differently. Through
attempts at disruption, deconstruction, and re-stitching, questions are 
raised concerning the nature of the depicted images, as a meticulous 
scrutiny of obscure phenomena. These “analytical” inquiries try to 
draw information not only with regard to the viewed objects, but, most 
of all, with regard to the viewer himself.

The contemporary use of mosaic as an artistic tool lends it “body,” 
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