oay

NMwoy NPXIWT N1IRK2 DHI0D

5K WK
mmx Sv
ya) My
ynYy ox5nx
T
TARI MW
oW T
ybr apyr
qIKA 0
IXTID 27N
1m0 SR
am T

AW 727



nrmn

;I131NVN2 DBNNwNRT 0K 3% nmn iy
;DIMIB0IRN N1TAY SIRWA IMKAw Yy DVI5T D1IBOKY
AT 7131YN NRpnn 0 NP NANw — ,powpt oM moiRb
;T MK 539 1mpnw onn o Sy

;N0 1YY Sy Ny vnb

;YIYPNT ONTAY Sy 17191 nopa phwpr 175

NXT TNWY1 7I3MYNT Npoita yo5 mnaw Sy inon Svb
;07 M M5 Y721 N7 oNa

;I127TIM NPT [Ny Sy K5 RS (R ¥ mnb

5y 11712 priva5 11153 nabKS 5K waxb

;LOPLY DM MINMAIT DTN

;MYIYPNI WP 5™V SV P711727 NIoRS

;P11 12 DN Sy poatop TTh

T7712M P1eT 137%mna Mo Yy pavar mbph

1N3XRY INDMN Sy paan

nHRIWT MRS 31 Nk par
65201 273K YN ,36 M170WIIM 2

Powp oM MK v

Powp1 17 57 0m

MDY YT WK VIR MK Sman
779 m nepA pem AYmm

oMmaw
nmwsy MHXIW N1NKI DD
2005 X172 31 — 2004 721021 26

MYy 51 yo1 :nIvIK
TMon Syt psT NNy

nbvp

Tmyy 53 yu1 :wopw

"pDAIOIP 11T 0NN

¥7212737 NIOK WS 137y

TP 713 97 Y

17778 DY TN

IR 1 ( MaY) DDpAK T ( ny) H1avnak ax mmibyn
L my) 9y my) 1ama o my) Sana ot ( ny)

A Mmy) (@MBRM ORI O197Y) oK nmMw ( my) 10153 101

(my) Wav5o makTm ((my) 5ab Ty (ny) 1 oax
FTOBTTI Mp ™D
:27Non

2004 ,manKRb parh nmw nmarm 55 ©
timeforart@timeforart.co.il
www.timeforart.co.il

INX211

N'IRIYI NIINNT 127D



oaw

NMWway N15KIWT N1IAK2 DHIDD

nnyy 53 yu1 :NIXIR

ONTAya nbpnwn N"SXAWIT NIAT DY MM MmMpoanan nwinn
“I0PK 015N DMYL DN DPOIVIT  DTNMWIOY 05X DNk Hw
OM5K

M5R™M Myyara AT 5w Dmvwun 01500 DK KLa5 102 DRk
T2 N2MAYN YN AT.0B05IT — 1M1 NNV Tpridv DY [py IR 1w
I RS DYMwavT oMoni 1AW TNA Swa 1n

NX WM 7% Sxwmn 0anK S myn AR nad axa o asmvn
NMILDIT TNBYR DITNITIAYA ¥S L MIRbI avnn Swoaoans onm
oYy nAn MNAS o1 19K NAYATR DTNAK DIYYRK NYIRY NIYYnRKa
MY NIAK DR TMIBT MYYARA 1D ,TRT T DY Sw nweara
.N5eMynm omirs onm o Ik 12T DnyyS 735 01Kt 0wwIn

TVY¥NKD 03 WD [N [RINYT TRV Nprovh XpnT Tmna v
N5M27 D T Sy NRKkn NIRIYA DY NITTNRNT WHKAT 1710700
Mavi

;111713715 TWIRIBIT MNIT PI1DI MPOIY DIIVNI NNYINT NITAYA
,0MIN YR WM™ PIen .p1bnn 0w YW wanm-masTma Ik
3 TRT1.ANW MR NS AND DIMNID 7531 M1 DR, 0WSNn 1K
Wwxa MYXw MYXw1 ,wInm K o prs wnaw S m
=1Ma X% MyeIn Sw npTpI M2 PPYna [ OMIRINNRT MR nIKS
M

D P KD ©M P K y1m Mm% moan abx “nrwivaxk” mpra
Anyy 91¥% o 5on N1t KHK 0Dy

"AD1” /A7 9 pryn MMINAR WYNARD DHIODY MWIVT W
P12 NIDIT DHIDHT NIINAK 1Y D17 NK ODRN DIRWY " Spwnn

*

ST R LA ";.‘

oyl R L,

T
'

110X98X4.5 ,19079K N™M0132 K¥N ,iT1B0Y 675 T 7IXAIT , 05105
MMYYD TIRTIA @IPY , MPINYT NIWY N1ATIXA
Mosaic Pavement, 5"-6% CenturyEl-Makr Church110x98x4.5
Courtesy of Israel Antiquities AuthorityPhotograph: Mariana Salzberger



NP5V 172 0MAMMT ,07K73-777¥7 07121 JAK T2 NIYT 1IKN 70
2(./AY) DMWY ML 1721 TP DD0L

D7¥NT DUANRT T33P0 SwoomimTaya wamn mpTa (i
T1WAY DIWYNKA M0 NP YW NIKIPITT YN IKTI0 270 :1317vN2
"N OV 7T Y1I¥ D177 N0 R NORYm 0mpnw ,/0nuiwp” 0l
MR NTM DK 7w ,Kva% wpan XIT DMXY KW 0Wwpi 01id
(./0Y) MV Y¥2 07T NIKIYNAW TN0ARM

T2 YWIYN “NMann 7 13 5y nY;pn 171 N “uTwn” MK S
ya1 531 mymavnav Ik rnad” nmTRn mwn Tpt WOy ovomin
L(ny)

Y21wn nhamm 1715 “oinnn” mwp [UuTK1D DMWY, IYYnT 10
=11 5w 1%3%5N1 nnvaym e N 19 Sw onwy prophn mphn
M A9V 11307 NWINNY 0T wA pr%1pRa MY VAN i
.opon

5w yy¥n Yy p5mw 0mn N2 0'%5n N oK NMwy vapn 1T
NR Q@AM 7371 M7 5w 7Y DRI YT JIDYT yapniT (./ny) bprT
Ja%7 ypam ann abnn anvoen abmi

DIMDWT ,DMWNPT VAN MK TNTIAVI NWNRNWR AYnYl DRI
“K12M 07%21pNT, 0719 1Y K DS MNTT Dpna 09K N 532
.Tn%n "93 Sw 07 1Mvn 0™ NI “NLYR” X1 ,0715

TMD MIWIAN NIRNA T31IVN2 03I¥YNRT DUAART YW 0T Tay 13 ,mm1T
.R¥11 NI0M MR KR MIKYN 511 5K 0118 100

MOKIWIT MRIYNT YW DMHKILPRT DWPHoRY pa KS monnn Ji
W SW DN AYIRND [2MmM D11 5w omintT mYKIw 0 KOX DK
MPRW NPT MPYINS N1TINY 1270 NIKYR 1 193pnT gy nb
n®¥MoR M NWDHKN LYIRT 5w ompn mwin Sy 1my omn my
AT N17Y23 PR inn mamant bw

0 "P"NYiT NDIDIT "N22 DHIOHIT NMINK 731V Nn A'I‘?UPJ Aalah)aln linialivalel

N1y AKYNIW OMDMPT O JARTIMVWNAN DNRIWIT DX DKW RN Sw JAKT "N 2
oY DMWY DMIDNIKT DMINY MDKNAW L NIWANIAN 15IpNmn NP1 N33 ©H0bH
Rakbnblehhibila)]

510785 11y 172 o1pnnt ,wI%an% NN 1T 7YY 0N oM

Sy Twn o b YW v 1AM yawn Swomr S Tn yinkw 1ann
~X2 N7%21 31 127N 72V 12 DMK D120 OY AnONaY R Sw iy
“T DMV DMIKMTINT PN Y Nyna yemI 07 MpIny N
Hxw

“WBNA MM Dipn 1obn 0y ombomb ormimb nwrtpn  yaRn
IRYMI IXI .MM MDA AN TR DHIET NNK YW M
.NAMX NDIRIM 717¥272178 532 YwKn 05708 N1BY7 N

,TIB0Y NWKIT TXAT R 92D PIRA DTN IYNIR INIK 05708
“127¥ D713N21 N1P01D2 ,N013 MN23 — HXIW? MMM DM DMNRA Xynd
077K TN NNAA ,TA-7023 191 07

NX TN A9MIT 1 M) - IpIRNN - DBI0LIT N1NK YW b mw
1™ N pNnT ,DMRYD N KAT AT 21 LTI PR TpIRNnbw
ML NMINAK SW Mpnam Nnon 1ion ,51078m Ny

TR D' NY-1m3 0952 NIRRT NIRRT OV NITTnnae T
=17 777 1 NwH/5RIWIT I0IDT DK YNT S TOKY W YW InTava
T T L(/RY) DY MM FIRNIT ]2 00BN DDIRWT 0N
DD 12202 ,N1IVP O1AKA PRAW? 537 NX 27 ,yba Apyr oA Syib
01" NAN%nn M2 NIRIPITT DR 80T 70w 11T 0391 (LURY) !
(./Y) .0MWMPT ©EID 115 1IN DI

PINA DI WYL NMIWAYT NNKA ARINYTIND Apova ) vinwb
Sw D11BK IR ,M%1D1D MIND DIV OMRTTM AR00n Sw onavi
05y opnys - mvn aa ,omrmwn ,0mSivn oIIway omntT
270571971 LPKRY M2V NUNK Sw 9131 NK 910

P12 DMK O2YRT 72V 010N 1K 0™MRT DUART D9KW 0Ny5
FWTA Mynwn o mpnm w

MR Sy Svimi 5am Sw anmT nR 10RO (9IRA YR AW 1T
W MW 1Y 77 DIKNT 51K WK .1RY) NI 190n 1LY 1Y
nTm 5w 0mena pnvi W Sw T DR (CARY) “nnn wnw
;5my bw

N, nm5IKI3IK DD ,07pNY 00D 0D 7117 "AXK 5xaMm .
.39 'ny ,1978 ,0°5W1 ,n”ya N AR¥IT



ODHIOD MDY Sw D™MN™S DDATNNT 2K 1AM DAY RN N0
T2 T NADIRA TNIPAY MVIWD YYM 1AR1 NWAnwm Mpiny
NMIWN NX NYI07 TNITAYA NaSwni 0W%mit A Na bxawn
JAOKIVPRT MWANT M2YY MVOITT WM 250

NKR NIAY5 M¥RR/NA TNIK 0 K TTvn mhyw  nwebnn nwinn
DnK YW ONITAYR 03 AW DD K LTI DY YW wpi
RITWN 1M 070 QWMWY MR WD KPNT 191IYNA DMK
LIS M ,MWNAY [N7 152 b Sw o wann abma qwan i
NIMDRNAT ,MWISNM NTYIART NWAInn 1725 [ayn ooy Sw anmbw Sy
.01 151y R

NIV DR DMART 0INKT D015 A9K0 DARRT nwibw md x5w
07NN DMWY D19MYNA O1Tpn 05T AR Yw nubnyn yuwn
=Ip1 AW 177 5w 80 MMp o 0wl 0MaN T  ne N wyn
DIVAYT ,YRYY OROAR Sw apmapa K nmx Sv 5w pnwnn mm
“0pBIT A7 T 5w KT MAw ,ARTI0 291 SR 1wk Sw ombhpra
T 5w o5 nmam 1 SR Sw orb

™DV LPTAIRI 1N DX 27 71T YW DTNV NTphNN IR
T nwann Sw e oina “ophipn”

IR ,MBYIN 53 K55 021p HY DNPATTA DX, NIKM MAWN DY Y17 AN
(./AY) NIMLIIRT MY Sw My axnn pond

MR Sw XxMw-nwinn’ onea aRw 2mM a1vn 19K DMAw Myynxa
JIANN VPO MM MR 51¥78 NwInn oind R 1

(./7Y) AWM NI3IN NIYYNRRA MS017T XM X1 17117 OX0T

1317YN2 1pana Sw anmT NX WIAR 7137370 11 NMWPKRILIR 1Ty
=1weY 1T Sapnnit "SvarTt MM 55N nnpmnit mbyn nvynka
Y % N71237 1 NInT 021K NN DR T91Y5 nepwnit kmm nb
NMYBNN KM Np18n NN K9X ,D5W 1XIM NR 17152 Y0 K
AP IR P
M nwann 5w wnam onn s et Swonnapiomkn i by
"M 7M1 AT PTWWD PIMAN §IPIwa DIRT SW annnent nawa
WHK PN WS TWHR TORW ,7MND (Y” YW wInn 0Ipn KT pa
TWINN DY NNMyn MpTw Mwp eI N5 .Mwp Mywa nims KwS
¢N%137 NYOM MMb M Sw

(1347128 'Y ,1996 ,721V DY ,NIKYNI pRwn ,LIpmM A7 .6

WX ’BIND OMMNRN MWW ARNT TV NWNINT AIRRm ORI paRa
.0MITPIT D0DLT YW DIVRPTITT OWRHOKRY ,TIMIVNT IR 1T

"N ,DMIRAPNIT MIANT SW,21Wm NI 10T 07EIK NavYh
NK WX ,yIRA DIPMY NDII "N22 NIMWIRMAT DHIOST N1 IRY
omon Sw mynum obSonnn 5mp5 oM xapn oo Swoonmapn
MR O™MM2) KIpn ™19 ONIK Sw api%1anion .oy omnawnm
S, onn ayIwr Sw nwyn a5k v by w1977 DK
439N ORI 12 5w DT 1IYp 11 Dipna vin

MDD T 12V wA3) MA Nan (REYR N) pAyY NTpY 1IKIN D
TIY) DIRIBNK NN PRI T, [Mvpa moRaw m5p5pa (070™Mm) 1o
5 (FT7010 N2MM 1Y) MITIRT 212 5K (OR\DIM

“¥INW DHIDDIT NPAOL SV NIYRMM WINW MYV 151IVN2 NTavi
“n%1 oM NPy Nwn MYRA 1T 0 KRTp 1A 0Tnpnn M
NIMNKT 5w YT TDIK 1D 70T MpoW T DTAw ,0TNWIYT D)
N37571 180 DMK Sw onTIn Sy 0PYKILPRT DMWRA TN TP

.07MY1% ,DNIR DDA DMWY DWWV

=713 D3 WIRT MWMA L, wIenad %137 prnyi 09w SR Ny npran
DM 90 1Y QWA DR AR KA MY 0anka Swoono
MAV2 ,NMIWRA KNDNOKR 12 1w, 05K
701 TOWPY T ,yDA 2py? — 1317VN2 DIB/NNWNAT DUIART 1 Tebw
"13,NLP 0MAK YW YW MYYNRKY ,whn Sw 05082 01V — RN
.OPMWIY 01115 RNV fRPIOLA NR LAY TV

TIRNIT M 71T ,08700 YW 070N 10 LLYY MMV YDA PYW VWA
7INR TNWYI T 7TRTI5LA AN D VWP T Twn LTk arawn
-5n Mi¥1p oV MDA INTAY DK NIWH DMK 070NN 0P
onyy 15 0 1MoNa Aw TR DR Svant (PIka M orm
A1m5 D

NBIDIAMIR NI IR WY NIANRKS NIKDIONAMIKT 119 mMpNAw 1317vn .3

1993 ,272K 5N

,371YNI M5vp ,SRIW? YIRA DPINYT NDIIT 1N DBIODT NUNK T WK 4

7MW T3 WYY NNKY NIKDIDIAMRT 70

13770y ,1993 ,A"K 5N NBIDTAMK

A 01D -1MPIR MTIO? TwI5Wwa PRan? (N7 05N NN 7121y ‘D118 §0m 2553 191Xa 5
AT¥5W NIMIm wpt PR, momn %% xpnit



A5 [1IDYAW YN

»77 HY 73K Hvan MWIANIRI PINY VPITIRA MW TOWKT DK
AT 0T 198 AW 1M MIpni oeobn Swopinyw
J27WMPT P VBL YN

SIRTTIRD Wt p1d apmn Sw 5 oK1 S5 1 ppaka
“Smw 75mS T N nwben Mk nvanIks b
1% T9IRTTIRS o ombRIwT 0anKka o1b

YT BIpNMM AT DRI0D NIINK NAXT SW A1 XYM NTIpan
710507 Sw NS KIWpKRA TTIVAI DOMNN 1779 TIXKY K¥,°Nm
1 nwHh/SRIW

977K QPIN TR 12W7D 11302 IRNAT TN MR DK
“17BOITW TORI MAYR DMy Y DINDA IKINNT LYY AN
"2y Sw 0o o2 Sy niwyam 01y N0 Nwa NMavn Y
Awnn

W N QML TMIRT SW T, 0MINnT AW 00 %K 102
71 wan RSy MYt L AaR Dnbna mwr 125 nhvan abha
1"21 9NV 12 NMWwHKR-IN%AT WM N3RSy mwn Phm
112 1 NN MooMNn 0w Sw n1onom o nImimT i)
M2 NIMWER DYV NX O3 XKYX ,JNTID NR P XY Y13 [DIRA
M1IX2 D2 DR NpPmmiT ,n%¥ien 177Kk DIpna 43 T M
MPIYRT DI N3TYR 1y 51 Ny, oyl oS auwh
=931 NI0AT YBWT DM K 935 12, ombw b Sw
an5ir Sy ny

SMT 12 P10V M>Wwnn DWWNT Nawn 57K WK 5w mTay
MWW Sy MSKIWT MIANT NN2 - DwWaAwT N WK
.D1awSam 01pIneT , DMIvo T
51k Sw n1TAY NNToa ANWRAT KT (LRY) DLW Ay
N 518 ANYLA AYMT .DBIOD PYND MMYW D17 MUV
“MPT VIWIP PYNRD NIV (@MW A5M5 wnen nmT nSya)

,21978 ,0”¥2 IND FKRYIT N7 ,NM5IKIIK 7717990 07Ny 0008 1117 "R SRam .9
.55 "0y

.75 10997633 DWW .10

.55 MY ,0"p MY 07008 A1 1K SXIM .11

11

TWIRT MY VT IV YO0 MIMNBNT 35w DK 1 RPRY pRT
TR 2w

mSann 1y rm5w S5 i myyn v nbpna naveb
1 Sy 1515 Swy myy SwonmmiTa MTAR DwInn L niwatn nban
VTIAW DD LA MIANLBNT A5W IR NBpRWRT INIMTA NIMANT
SN YW INMT 1YWY DINWRIT DMPT DX 1IN0 KPR

DT NITIAYA DIWT D173 DIDIRA DIWIDM ,ITMIAT IK ,PIIBT 11102
11V NA DY DINKRT W

U MBYIN SW ORI NI NN NAXK 77 %7 (LAY) Yaa 2y
=121 117792 NITBRNN 1T 1170 02w 27N INPD NIK (MvKY2) 1397
A2MiT M Sw wInm-1nasn

1IN, 07N DTNV Y23 Y1 NIIART DU MDY MY
DM Sw NIYYIDNM MpIanm Sw pnpni man o

=91 ,¥23 5w N1INR N17Ton 01T 0N Y 9K NIy yienm
=717 07121 DMBRN (12 QWM [O1I DI .NITIVNB0I WK VAN NIR
1071 Y5, NIMY 7 0MWwpT KYX 137770 101N 1571 DWYN DKWY 0
.mynm op

TRIAM MpIdnT nwann ox 5y ,nmbwb orwainm ovyn opbnn
D %

TN ,N127 02w 7T ¥ 5w Ny 13T MnTa NTphnnm  nbymn
AR 9O AW 723 121 172K SW INTIAY NAM0A MW URTAIK

5105 ATt N1292 1357 PIRT YW 1N12% NT0pNpm NTwhnit Tnn1n
nawbn a%mn Sw Y witw x0T ukba abmi) sy Ty Sw
(m5 nynwnw Plata

7910 Mynwna yax bwoantym vy TR HXIa AT upaix
NKI DY .MYXIWIT T2 DIXDM NIV NIPIBNIT NWINN2 Npowit
SW NIy MIMDIRA POV SLNOXR 19 O3 DIpn T XA
JDPIINGT

TL5W NDIPNI 7771 DITP ©HIDD 197N M INTIAVI LLYNA TIKI [
,AKIDA 71BYY DHIOD TP (./1AY) LT NUTMWT AR TnIK nn
-5X navm oxwr 993% ommMmiT IIRa MR 03 TN T RYRw

171005 1099-633 DUW 7.07WTIM 1876 DRY1H DM MK 25w .7

8. J. Laplanche,].-B. Pontalis, The Language of Psychoanalysis, London, Karnac
Books, 1988, pp 250-251.

10



73 .AnM% TIRDINIKA YW “inwi%e” nX IRNS nan Sy (./ny) oy
SN DMMAT AR 255 YW N10NAKT DNATTA DK W KT
nawIn NSXRIWT 7MY LYY NN N1mwRT Swo1ats 255 onb
97231 SY 0 NI DY WIp SY YN ,p1n ph mamon marw
“T DX DWLWLR ,JTIRA NNWSEM T ORI, MMwT nw 12
1030 TP, mIa Sya ,nik 0Ep[ NN DIpn YW1k Nn

“na powH MK Ymw PYann Yy Tvn X 0ot ownn® oxa
“wa 7y Hw nmwavrR 119 vs Sya nhKAw/ Nty M nRNMw
Rakipii)

2 IpN2 19 My Sw DnRAWTA aynya T Sy anwya r amay
MI¥D MTTT 128 DMV GTDWA 07377102 13 NI yyan v
NK O'YI¥BNT DIPIONAL NINTBIT MDY WHAWW PRI Mp .mnbn
P10 NX WL 1% 1971 122 07T NNSW DK M35 0y i
JIWITMAT 07T NIRIYNA Tpnna omTipn

WK TNV AWK TTIM MYRS NWINN KA R NXUAN NMmR 5o
nmpn 1HRIWOPL J1an Sw AN M1 Sy NMi awind oMwpl MIRYM
(/1Y) Nvp Yy

Y37 7MKL LOIR 710 5w vopun NIMpY NTava nvwivnT niomi
“ITwa PMNSAn DK 0pienwa 1Syn 10m Aaw 2 N N SN
TR D17, TRY..217712 12100 Sw v’ 98ma XiT van K2 20701p Np
MayY 9% 1 ,md Sy mn nb or %ax qna nntp 02 orvvinnn
T OX M7 'K, DMWY NB™3 NAN 1YY 01,0752 21w TNK T3 19T
27,27 a1 qwni? 5137 XS 1 .ow

N YWY wInTwT MK? TN 1mMyYm T1n oIk YW vy
JOWNNNT TIDINIKT NDIPNA MOXIWIT NIRRT HW Wwpna NmK
D71 TN Y KIVPRIT [1AYTY NIDPWT NTYUINPA NYLI 0W9mi
.M ,0°N2 N0 T

5w mYws namyn MRS ™Mb X WAPNIPY WK DM ,NmS i
NM0M2 WYNKY NI MIMWiT Np 1A% NemT ,u%en 01pn IR v
AT DTS Mo

=712 7T N5 N1t5Yatni 2, 0IRAY 170 11 YXINT P pn
"M, ORI MIKYAT YR S N5 MyynKa oIk 5 Swnib

L1995 ,IMIRNT Y12 N7 120 NRYNT ,AV0IX 519 .12

13

oMY N39IT, 72D MWKIVIOK (YU 123 Y NRWIW T 1My 7191 .
Shta — :n1am "nwS nyvipn XAwD MM 5p ,myI%n anKa Wws M
OV 1170MM 2 002IK 1D DPOIWT SR Sw nrmnapn o npn Him
(771711 MD”) AR SW MY BIvDT MR TAn XD 0'93pn DM
29N ORIWIT MIVIIMTT AYRT DX WNHTH ,NIMIYY 07Ya1 017WA
OMBWA MW AYNT SW WS QY Yy Nvnn

MK (LAY wRw 5w mw 57K Swnanx 7maya yinm T [eIKa
5Ya3 IKINW (wnw 15MiT 1 IWARWw) 01IKAD 0MBRNA SYA 17510 13
=111 7257 mn A 0w R5R 5 5 WKW [ wav Sy 10D m>
20717 N1217p NIIRAY N1PYRIVIOR D) "PIWNW” QW 1MNMyn IRpHT Wwp
bW Nwnw Hyw DT IRp T mbinm man Swomw Sy aamrb
- YNONT 0T, IWRY T N1 IMR[T PIRT D172 NIRDY YT Nnaona
JINWRAT TIRDMNIRT 1 T1YA A5Ybw 000

PO NATM 7MNYA) "WwHwn” (1988) MNWKAMT iTTHNIINKT "WITIK N12pya
JINY VAT 0DAR2 MpOviT MTay 5w o 51K N SNwnRw” N

,MAr-No%1 NnYY 000 ,07aK DMOTRART D1MRT 1" ¥ Nwnw owi
SKIPNT MD0n Sw 1"ynd

“KXDINIIR N112MPI 117D WaD1 Sw NIKIpI™T 0NN AR Nyn IR0 2m
2201 7T2IK 5w NMIMITT MIKIYAT NX IRNY 1YY N0 7 RYPR -5R7 0T
T2 23 Sy P9 PR Away nman (9IK I0A0N Swooannm MY awn
VW ,NINMOR MW N1INIK DM NPT TnpY N1y apin
mnInYay Sy, nmbnyi mpradwT 1 0TI T Y 3 .00 vwph
TIWTMA DWIIRN O D000 5, 07pnn 0Mp T T
IR MoK 1280 07N

Mm% Ny 3% 0™ba NIRDDIP IRTIO 1AM (LVAY) WK TTAYA
"DINIANINTTT 1L ARl Sw o ommbyn by pamim waya nikeopi
Bahty iy higha

2IRN ANYINW WK K, NYI9NN WK SW DIRIK KIT VW 0T
.IRIBP N3

D'WIK NY13pY YN MY nwnwn ,1v-51 Sw 15k e T Ty
“MpiT YW DTIn Ani 0o DX 0PI O XL T 0T 1 0naw
AYTAW DAY 111377 0NN A

PP "M™MK M2 5y 01177 pwa 153 Sw o™iy nvn avnYa oROAX

12



T2 7 OX ORI AV 0N DK Ny e T1epn 3w
73 MR ,PIPTPX WAL NIYANI DD NI0D DIV YW 1wn nnby
A™M¥NY WM maaaxnn moad pn vay ek ninavan mmph monm
WK 1321017 115 RN

NITIMD MY DHWDIT 11AKY DA NITPENK MDA AT N3N
=91 rmd I Y9IR 1K Ik Mbya  mSTm  minbun” mmSTn
M7 priwn mmp SwommT omoiphp YW ank™Ma% nwxn n
J%Y NAMYNT NRKAM N5RINM NIKIYAT NK LYNY 15377 Y

MDY MM KITWD :NNNWw-XY 1mana Sxawr 531 NR RN yobn apyr
=10IK HW MM ¥ KT AT (DIKA (.CHY) TN Y RB1nn 1K ,50pm
NTRY 1M A5naS app VYD 10 SwOTIYRIVIDR ¥, Y8 vp
ma% Sno - Sar Swominmh nrwnaxy a1 mvnwn dprvn ar obwd
A11%7 20ppn Sw mbnn nnwan? Yno mrmin Sw mann

1an Sw N1TAT MmN oMwt p Sy 5a1i Swomipnm 1nman 1ok
72701 7T DR LANNI DM MWP SW TWINN DMYT 0w M
.TO™TP1 N10787 5w wInn ny% Ty yen Sw anTayva

/Y125 imywr e1d SwomKn yal Ay (1WA yen apyr
12y01 5105 M 172 T 9927 /A LIDI0T SaT NXK 101 10w
B AT 53v9 98m nLWDHIMT NSO INIIIRN AT DY TR 3T 1D

,OMI2IKIIIR OIRYAN NPV MNIWYW DMART 7710 19005 Tl
“LAW  NMIRDT MMYRWYNA D1y 17131 NN IR e Pno K ST
R¥MNM 713 27T 23T NN NN YN 17Wwnnt SYan vy
.27 TVIRD INIX TYNT IMYHRWA NR NWAWR PNy M2IRDIR

T0pY57 — NIRRT N1T2IN DINNR LIVY SW LIVIY DI AN T 7Y
=K a1 e Sy wyaw  Dwwnitm nuawn 1IN 1T 5w 05T naTob
.1955 N1wn 0113 18073 YW 1p

DIMNK DM 5w 21y 0Tpnn DA “JaR T2TM7 0¥ RN TR0
TP 712 DI057051 DY DWINOK (./AY) AR QY™ 0570817
- ompbn owopvr 09M MW TYS TRV DWLIYD NWwn
LHWNIT 3 AIPIRTTIRY WY W Sy Twni (9IKA  MOKIWw i
P08 ‘1T P19 ,YWATY) 01237 11D01 11T, WAT A5 NAr YR 0Inn

.2004 7117 ,yBI 2Py OV AN NN 13

15

2wn ,m> Sy N1 n%T Tnyn pa OR D 0mysd T NAKDMm N
nom™pY ,mem P1omM% whdNao 1wh M AwhXY IV NwInn
I 1TRS  wean

071X ,prwn 5w D'wanbK D ,LOpLT NX D7INRT ,MMIPM Pann
wnw ,01011p Sw L1MST KD .MYyRwn MyvI DpNY DpRwna 1T
=N Mv7 P DTMY TMIPT PRwn 0IKT 2m5 Hno ana vwwn
571 N

NRWT NIV 07701 pOI R (/1Y) 3w 71271 5w 0 mn 0 m amay
DTSRIV TN POwn AY™M 2IRWT DW ,Game Over DWIT NX

WNWHET MM N1 YW DMnTT AW AR nvie T TTay Jmyd
L(IMMIKMII) 1180 N1721pN DNIX 13737 DR DN 5w 0mI%yn inn
.PP9MPR 1WANA [vay [NIR

“Wwn KT TN TR ©RI0DT Np1avd NyTIn myoIenn awy amw
MY "DIND NNAAID KT JTIRAT MBI TV 120 NX NUTAWNI NN
DIMWOY 015N DMNIN W wi * 11 Sy veobi Hw

MR WIDMA M7 YA ANV 0D NUANRRA AW Swopiony
TWRIT MWD WA AT 1T LTAK) PITT TN1NT 110y Oy Wwp
(MpINY MMM w21 NIRDI povt HRIW? IR Sw

DR (WM 727 NO¥7 MW NIRRT 19w n9von mwa ook
QMW AT "WWAB NIR [pNY oI M9IRIDIRT SW NIRDIM MINWS Ny
=371 AT DI TTIW DRI MAWT MTIPI IR KpNT NIV W
-1mn% DT 191K DIV SV YYD ,(180) NWHNwn X113 1Y3nnm n
JMAYAM 71D pRn MPIINTT 00T AR SW [1TM MY nw
MmNt Swopimim mavn 0NT 0NUam A1 NMmpn oy WwIpn
SWNNRT BPIZEPY MY AW SW TNITAYA NWwY)  NORIWITYINT
AT 12T, MIMT parnb

POV 011N KIpK TNHI0 W [HIRA TTINITIAYA NIOTRN MW
L. @V 0Y) (52 7P DID) AY M (PRIYT NTPY) O NP

"2 DNNA NWRINT AT 5w mnT kiaw an Sevmn 5an Sw anmT
NNOMBNIT FTLVIVT ™1 SV TNINN YD (8 PIDD T PIB ,NIWKRII) NIMP
nAn wan 53 PR AwyMw KT WY | Y K Y .
. (9 PIDB’K PD ,N5p) . WhW

14



,TT02 NIV 5N 1725 [DWRY M2 713 TTINNT 2 YA MK1Y 1nm
=PI — DMWY DWIAK 3% (N0 PR NINWT NURT NWANaS WynK
DN ANN5Y”7 N ,0MPNOK 0w Y TR NN NIRAYT a0
(.072mon5 o) “oinxb

D™ NAMN AWK ,NINUAK T7AYa 0pI0vi DMyl OMR Sy mawnnn
071N 1AW 115 1T Y KILI0A 0TMYnS avhY [ ARANT MW, RN
1N NYMYN 2790 151y DIINIRIPITT DKWY 19K

NAWY 721 NDOITM NYPI KT 12 [DIXA [P0 A5Mi DR Yyn T
L./ny) 05510 N1 e

NXNKY A91¥7 Sy Awpn (125 Sy 125) mmavin Sw nmmit annvay
YT PN 1% adnn HYyab pmm Swoaad nvimn abmn
NIRRT WY NK [DRA 1210 200K PRy 00T
=12Y5 T1713) 371 MO NHYDIT YR AR T 1 LTI0In Sw 03 1
M-751 NR 1™M275 P (Nonnat 1R T SwonnTipn M
LT LweMm AwIn Sy mawnmS 1k 5harm

D2 (12NN 5w INmT IR 0pIsn (CRY) AM T Sw aRma Mw
IWwB IR TN 71D2 27 Y Wpan 21 13 [T LN IR 1w [DIRA
DIRW DIV YW 1NmT 10707 0dpnwn nmay 5m K avnwnd 1w
IMIX NITAY NYTOR poI I AYK N1TAy vmp M1 5535 owaann
“IMN NN MWIRIVIR [DIR NILY WY [T .0WWNT N1W3A 271 Y
Sw1 myy Sw S¥i1onn KT nwanna %sv5 pym 0% nmaw Sw o nw
Rp1T M 127 N122% Py 0% 9K M1Taya A yn AR oY v

.0™Mw NN

721 OK DA (.URY) MYy Sw “Sopion” [p1nT Dy yavn 1 SR
ARWI Sw mvp Antn 53 oy manwni ,a%3nm MMav jprm

R .MU NINKT 017 717 Y1 MAKT DAWE Yyaw qwna
0702 17V OMINAM IPAN KW VR IR KYN 71X 7D MYy Sy 1wn
TNM vanh

YBM T . MY 23N VP MK AT, AMVWYD NS aRMm”
127DXW ,DMOMN X DWIWH DMVDIX MNPy 185 amannit
.Mpn> D'Wwpnn oMm>MNn DRwnmI M55 wn n1asoY
1NN AWNN D3 ,MYN NPIIKn 15 N3 NAY BPDHXK INIK NX D
(2004 ,AMWwA 7MM) LAtwS 5017 XS 0on

17

K5 MY TINAT NYWwn MpYa LHWNRIT 1A .NAT YIRD 1NMYA PIONT (6
oK 2w 5w oTvo1 AR XS My oMt 1y pa ana L anmpn T
2702 5371 93 55 Hxwm pri  Mpwit vawniT DoNN

-2V :07 T D37V [T ORTPNNT DI0M NINNRYN 1IRN YW TN1Tay
AYTTWR L WATTMAR LIBTN T

1AKR2 KN Sw %107 03,5370 T Yy Apyr wIvw wintwh i
Y12°w1 MO TRV (NN NI wAwn 7521 TP DX 0
=271 noxSnan pon 1 .1 NS Dawn) vH BT NTIAYA DNART
171275 y15mm Swoanninb avvi oinki eb  npnwn a5hom 1
=¥ DHIDHIT AR YWY RN 1PNV INIK DB AR NNIWY PR
MIIXRYNS MRWMmA K pl Mmay oy M5x™ 0vpn mnT
=L 1725 YT IR NPYA 7NN FTRPI0LT [ VI ANRT N
nLyYNS RIT D3 DN TDIRA NIMNTM NPYART /NP7 Mipnd
SOV TR pndun YW oy

- 5w NIRIPITT DTIKINN DA ©E0D MIDTR ¥R [Owp T
D1 nanban pwabtman 5w 1w ouawr ommbynn pnvinw o
(/1Y) .DMDiT

JBTT RYT? 1311/ IN1INK VPMID YW INTWRIA ANWYI T NITAY 07T
019 QY TTAY DT TV PWRn KT 121 1997 NAWA ODWRY O MK
7Y 1517, 0phIRn DY n

/5X5¥271n N1nKS 0TIV DA T N17WEY [TLWRT RIY NIIAXT DUWA
D7 YNT 0v7 01313 1% 0Yon om

D7¥IN Dp! MYKXW DI7KIW 0770 DDA JART 09I 1
075K 0155%ma ouymnT DBdmwYn

“DIRM IVINT 112 N¥IAP OV QINTWA WY TTIIVNA NBYIAT NMavn
D'PDIR YWYIWNT DWA [Muwpl 710 Sy nns o mmay nynap .op
"2 WD X MNAW ,DYRIWIT OUART NXI1PY A¥Mp N, 0wn
196471948 DWW

“1IIK MYMINT :DMUPT 172 NIR Nnpnn (LWl Sw nminm n1?ye
[AKD MORITIIIR YT ,7TDMDY M AMWY I 13702 NN
Sy mwH pa X5 .o 1mbn 0715 oy oBRnwn N1 NNy Ay nmb
197vB N B NMYPT M M2N% AR XOK [VWRI MYYn Nnvin w
NIRRT NN pOnY 101 1 N

16



=2¥7T DIBTT MANDNAY YW YK N11177I1 YAy NMT™IKN MAnbna
NnK 5w 7107022 0TIV ,090pIBT MIPY 131 DMWY IR MY
DHDBIT MNK SW AW T M35 NIRNWT DX OMMYR MWV Awnmit
ANI1237M MR MWK VAR DX [ 1270 O DM TpMmn

12w MNNna 0pnn (SURITT MM - IMKNAT “1MAR”21) DHDDAW 11T
IRIN NK -pAmMn NpsoHnT T -0WI¥n DAW “AK™MpYT NI N
SW AORITMITIRT OMBIR X 217p VAN NBWINT N MM Sw 550
MY IMY!M TMnn [ YW YINYNT 170

* * *

IRND MWN MW Mwpan ,51YNA NBYINT NITAYT N[N D I
M 927 Mm% DRI OV M SN™MpniT DH05T MINK SW WP 11D
JIORIWIT NIRIYRA M9IRTTIRT MW 0IYR MIPIBNAT nwInn Sy
N1N12IN M7ANK MIY12p5 YXIWIT AT MYYHNT 1210 OX M
921 2P L,NNMAMT MTE%T N17MIBNMA K ,TIB] D1-1T0 MSya
SW NI DWINNa 0ipT0a K AN TNYY AWK MY mwa
SIMSITANT (9IKY WAINNT IR OV TINITRD 010

"R T Y %R 1 091K NMSw AYK N1TIAY Nnyn WK vana
,"50p1T1 [DIRA NKT OV .M1310 {MAN 03 N1MIY 1Man 03 ,npmn
MM PR MM NAR KRS 53pnn MbBnMm Mww f Sw o MRNT KpT
P71 2TBP 3N K1 NP0 TITIR TINIK NN YW ,A07m

D7MAWT DX NINXY MDIWIK DXW NN 07115 DINKTA DT IARY Tva
ayn 5w AMIKYn RN ODMAR D0V Nmbw nwann 5%3% yunh
ANMAWY 1YY IR TN IDIRY KDY, 00p wan

NN wip) nwSit Myw 180n PIvBA NIKINAD MW p1rb Swowinn
DMWS VIV 0MAWT 1NN 0900 MW .. (7RI Sw aSbapn
(37 127D - 'R pSM DWW MYW I90) “..TWT N YR IR
2DON WK TIOMT YW YV W 1AW NNy 72pa Sw oA oinm
X5nn 1950 5K 0PmSKT NIMpnn yow 05w 1mpna mnw 0w by

,01K 12 5w rmIKknn manad 0rmin 01 ob Sw vl NIRYY (N MWW ARRT YYRRA”.15
6,000) ”..0MMN2 LIWPY Ya1T 931 01T 0B DWwAK YW oMb NK A% XDw Ty
L1371 TR Sx3Mm 1B DMy 51008 1Y nnKY TI:bpivar SRIwT yaRa NNk nuw

.29274 ‘MY ,1986 ,0"WINT AN ARV N7 1T DRI /B1ND

19

%W 0 11w 07105 NAMAK IR 1T 772 MTRENR 17 117 TR 11Ty by
LT DI0P BPTIAIRY NI YT NMIDANT N[ MWY 71 017 .NIKn
7T TR IR 19INA NS NINWRAT 0MAWA [DT DR ST 1R
VT X9

N17101 MK NITDIK MIYP wnnS 1m0 porm 1nImay nx
0723711 DM NPLDIXK NIRRT Y TN MK, Mo

W "SI LPTTAIRI MY KYI KT IR 13 MYy Sy Twn 1
"N3 IR LVTM SW TMvnTy1vd 119K nYapnm monnad Tiana myyh
.D1pnY OIpnn “07NMK7 0WRIIK MW DON0H 1TPhNw N

=185 w2 0IPHK 177K 1HVITTT VRIRIRT WY 131 M PTIA N A
.02 NN NWwIKRT Py Sy obop

PO XMT A IIMYNA Mavmn Ay YW mDInm NIKm naToa
RIT AN 172 050701 1T DA DKW 1500 T POy (TInn
mwa mSya mmwr 5w mIk MK 0N obopnb nnwb mom
Mmpwm

* * *

12737 MIARA D2AW 25 79702 AWNNT ™Mn™T YW TnIYyn omnnon
5y 1M1 AwmnT namn mShown nbumaeT Tavn mvw Swominn
72n% nWwRT i Sw an?137 ar 1% 1 ninamnm (@5op o) yvay T
NK 7TIRA  NIYRwN N5Ya1 aD1¥Y 1NN 113% NINyaya Mmpat nx
.D1IWKIT DHI0OT 1ANK MAYD IR TI00

1721 7 “ALIWD” NnK YW 0MHRIMIT NUMPpYT 1A yInbnt 1M
121 (Or501MB1 Or1APIBRIK) 197 FIKNXA MNBNTW N1MTY N1MIRT
JIRNW N7IYR  NMWAYT AW NNk

=22 TPNNT,1883 NIWA 10 TIVT 1Y MNIBW MY NLW ,Or5101Mbi
MTp ML yay Sw DrTTIAn 0MNO02 MTIpIA AnNT Mo Swoapn
59-2w 7IR 9P SW AT 110, YAYT XY 1poyw 0Mphn qutwit mnieb
OIIANN A1 71 019210 DWAY D MY 0N 0MpIm (Chev-real)
DAy M5 13 Sy 1maMmyw 0wanaem n oy’ o anIvT Swoarya
-NINNAKT ANIVA DX WA 173 IpAna Y1 vo B LINDT I (TVSL)
"n%am M DR YA K 5w anynn oyy Nk Tan Sy mbyab
401951 NIKNAY Tanwn

7MY 5w 5, 0w 07pDIR 210751 11N M50 ,51070m MY Nk 1IevpiviR 14
1117110 ‘MY ,0"9WI7T ,AND IRYIT 07,1870 7177 /D118 WK 1amm)

18



121y Na NMMayn nhwn

TN W
2004 ,71%AN 1007
mTonT T Sy pompr
AP Lo 11 Sy nrvmTT
TR QOIXK

oW T
2002 7R
SIELLY
61X61

WD NOIR

MOWwpY T

2004-1999 (7.0m) 9711
17 5w im0 NN 1
slaklel:)

80X80

KT QOIX

OwRY T
2004-1999 (9.0n) 2771
17 5w mT0 NN 1
0B

80X80

AT qOIR

mms by

ATwn 1P 1Mway
1999-1998

Sy wim prompr
oIR8

21X28.5X12

MINKT AOIR

mynYa oxbax

2004 ,0N13 K55
PI9TIPR PP MR
241X393

N7IAKT QOIR

ya ;o
2003 ,1T0Y2

73 5y namyn mpraw
622X178

bW TTMavn N1Tm)
(800X178

AR QOIX

T
2004 71900

Yy o5 nun n1m
122X49

AR QOIX

21

bSyx ywnax

1993 ,071

2% Yy Sy paompR
41X50.8

AR QOIX

Hax N
1993 ,71711 130
m5 Sy pa5mpR

60.9X45.7

X qOIR

5yx N
1998 ,]1WnW
T2 5y prompR
120X80

AR QOIX

DN N

1993 ,LW

5 yy by piompr
40X50.8

AR AOIX

mmx Sv

2000 ,0N13 K55
Sy prwn mmip
2X110X110N29N
NPINKT QOIXK

11 NITAK 091K — DMINANT YR yBwn DK 0Mnayn 0a1byn 0vhan nx
17121 N19°5p5 171 0MAWR 0937 MW VAW NIMY 1NN0 ,TNRan)
JVI A P AMSRT IR NIYIYT 0MN0)

AMmSy KN AR n9ap b Sy

MI%XILPR NIKIYRY NINW NYRIM NIMDAMNT YN O™MAW 71V
1T 05 DY NITTIMNTAY Mviws K50 MwInnm nx abyet ar

SWw “ITMMMNa”1 AP NV NIAT MIARA ANNoNn MRS MW Aw annt
NR QuAR MSRIWHT NANRKA 75w 9KIVPRT WINMT 008 NTAY
I Wb NIweRT oxy 125 abRw Mnto abyal abw aannm Thnn
DIAK TINON P10 WIAWA MNDW N DX TIMA2 yand nunmp
MIXYNIT 5w MWMAT 7718 .00 DR MW 1170 R MMIKT1707)
.MM9RIVPRIT DRI NITIAY AR 07VAM

20



vHDBD
17805 6-5 T IR
7on-5K N™o10a KYnl
110X98X4.5

MpINYI MW MaTIRA
T372x50 makTMn by

vBRDBD

117005 6-5 11 KRNI
79n-5K N™MDI52 KYN)
102X116X4.5

MIPINYT MY N12TIXA
May5o makTmn by

an

,ITa DT RN

1990
Lp T, T IR MW
130X166

MY OIR MIATIXA
112

am
;A7 NIRRTy
1990

Maw 12 5y p5ompK
el

120X180

07D qOIK

AMmw a7

2001 Game Over
,5 5w 7o Inn 1
Sy pIomMpRI IMIRNY
YI¥I NUIp

300x240

NNKT OoIK

amaw
2004 ,521
,P9MIPR AMIRDY
P77 "0.mM.78
TP 17O 180
NTIAKT QDI

Amw
2004 ,prX™ NTpY
POTMPRI 1MIRKD
vp™ Sy

48x48

NPINKT QOIK

23

INTIO 27N
2002 ,%amm Ham
T2 5y prompR
25X30

MINKT QOIXK

INTIO 271
2002 ,5ann
T 5y prompr
40X30

N7IAKT QOIX

INTIO 27N
,19/06/2002 N1137p
2002

T2 5y prompK

35X40

N7INAKRT QOIX

INTIO 2N
2003 , 77w
T2 5y prompR
35X40

N7IAKT QOIX

PRRIEITIL ]

NXM) 11 .01 IKRIN
2004 , (OH"0H

AKTM Nnbyn awnm
Awnn NN pn
nNwn MTn

TARIT QOIX

TIRR T

2004 ,nNn13 k5%
oI Inn)

(Pw oWy

T10p TR yYn
15X52X30

MPIART QOIR

qINN R0
2004 ,717aK K5 My
y¥m paT

65X55

NTIAKT QDI

INTID 270
2002 ,727 2K
T2 5y prompr
30X40

N7IAKRT OQOIX

INTID 290
2003 ,KNK

T Sy paompR
18X27

07D qOIK

INTID 2N

2004 , WK

N3P IO INN)
(2004 - 2003

naMyn aphov
100X170

NYINNKT QOIX

Yo apyr

2004 ,M11 1 57

Y20 DB 1AK

n PN

X”3 120X39 ,0"DDH 3
JART QOIR

oy InNMwa yivnan
1TIVD YDA N
5D AXIYH

TINN TR
2004 ,N2T YK
y¥m pas
83X65

NYNKT QoI

qINA TR0

2004 ,7701 Hon
yy¥m paT

65X52

NTINKT QOIK

qINN R0
2004 ,N7N13 K55
DWWV 71770 IN0)
110 TR LYY (W
15X52X30

NTIAKT QU1K

22

MLwPY T
-1999 (10.0n) 91N
2004

17 5w M0 NN
S1ET:)

80X80

ORI QOIR

WP T
(11.0m) 510
2004-1999

17 5w 70 NN 1
UBDD

80X80

MK QOIR

muwp 1

-1999 (12.0m) 771
2004

17 5w 170 N 1
olakie):)

80X80

KT QOIX

LW T
(140m) 570
2004-1999

17 5w 170 Inm
UBDD

80X80

MK QOIR



yaxr mxy Tsibi Geva
2003 ,(b7D) T2 Terrazzo (detail), 2003
T2 5y NaMyn Apadv Mixed media on canvas
800x178  178x800
AR QOIR  Collection of the Artist
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yaa nxy  Tsibi Geva
2003 (LD)TV52  Terrazzo (detail), 2003
725y naMyn padv Mixed media on canvas
800X178  178x800
MR AOIX  Collection of the Artist
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TaN I fMw  Sharif Waked TaN I fmw  Sharif Waked

2004 (v1D) %N 1A Jericho First (detail), 2004 2004 ,(019) 1% AN 1M Jericho First (detail), 2004
T2 5y p9MpR Acrylic on canvas M5y p9Mpr Acrylic on canvas
200x130  130x200 200x130  130x200
MR OOVIX  Collection of the Artist MR AOIX  Collection of the Artist
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Smx R Avishay Ayal
1993,71711 130 Blinder, 1993
m% 5y p">™MpR  Acrylic on board
60.9X45.7  60.9x45.7
AR QOIX  Collection of the Artist
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bux nwiax  Avishay Ayal
1998 ,]7wnNw Samson, 1998
T %Y pI9MpR  Acrylic on canvas
120x80  80x120
MR NOIR  Collection of the Artist
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INTID 270
2002,7121 2K
T2 Yy pivmpr
30X40

NYINKT ROIR

31

Merav Sudaey

Father and Son, 2002
Acrylic on canvas
40x30

Collection of the Artist

INTID 23 Avishay Ayal
2003 ,7'1w  Samson, 1998
T %Y pI9MpR  Acrylic on canvas
35X40  80x120
NANRAROIR  Collection of the Artist
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mynya oxbnX Ahlam Jomah
2004 ,(01D)NN1D X5 Untitled (detail), 2004
P797pK ,ApMIp MK Ceramic tiles, acrylic
241X393  241x393

MR ROIR  Collection of the Artist
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nynva oxbnNx Ahlam Jomah
2004 ,nN15 855 Untitled, 2004
P9MpR ,Ap™MIp MMK Ceramic tiles, acrylic
241X393  241x393
NANRAROIR  Collection of the Artist
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mmr 5v  Tal Amitai mmx 5v  Tal Amitai
1999-1998 ,1Twn 1p? 1"wdyY  Something is Going to Happen, 2000,n7N010 5% Untitled, 2000
oMK 5y wivt pIompR 1998-1999 Nt Sy piwn MmMp - Dice on masonite
21X12X28.5  Acrylic and marker on polyurethane 2X110X110  110x110x2
MINRTQOIR - 12x28.5x21 NANRAROIR  Collection of the Artist

Collection of the Artist
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amw
2004 ,pMAX™ NPy

P 5Y PIOMPRI IMIRNY
84X48

MPINRT QOIR

37

Dina Shenhav

Sacrifice of Isaac, 2004
Foam and acrylic on plywood
48x48

Collection of the Artist

amaw 1 Dina Shenhav
Game Over,2001 Game Over, 2001
55w IO NN 1 1in a series of 5
VI¥T 1107p ¥ p19MpR1 MKnl Foam, acrylic on oaktag
300X240  240x300
NANRAROIR  Collection of the Artist
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39

yon apyy  Yaacov Chefetz
2004 (LID)M11M 537 Lying Flag (detail), 2004
N310711 7y2L ©BD AKX Natural mosaic stones and glass
K”D 120X39 ,0"05"0D 3 3 mosaics, 39x120 each
IR AOIR  Collection of the Artist
JYBIT T DY IN'Ww2a VYT Executed in collaboration with Hagar
0D 1YWY 1"TIWO  Chefetz — Studio for Mosaic Design
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amw

2004 ,pMX* NTpY

P 5y PIPTPRI IMNIRNAY
84X48

MPINRT QOIR

41

Dina Shenhav

Sacrifice of Isaac, 2004
Foam and acrylic on plywood
48x48

Collection of the Artist

TINPD N Sima Meir
2004 ,717aK X5 71y Undying Hope, 2004
Y¥m pa7  Gravel and glue
65X55 55x65
NANRAROIR  Collection of the Artist
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oW T
2004-1999 (8.01) 2771
(17 5w 7O I 1)
o570

80X80

JARIT [OIR

David Wakstein
Soldier (No. 8), 1999-2004
(1 in a series of 17)

Mosaic
80x80
Collection of the Artist

LW M1

2004-1999 (7.01) 5171
17 5w M0 NN 1

sl lel)

80X80

AR QOIX

David Wakstein

Soldier (No. 7), 1999-2004
(1 in a series of 17)

Mosaic

80x80

Collection of the Artist
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-
(R |'|-I'.'| |.|-'|.|'I+'|.-

+-i-"'1‘ B e
Gordon
Compassion (detail), 2004
Rolled papers, wood
49x122
Collection of the Artist

1 Gordon
2004 ,9nn  Compassion, 2004
2% ;093501 N1 Rolled papers, wood
122X49  49x122
MR NOIR  Collection of the Artist
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a1 David Reeb
1990 ,7177712 19172 XM Large Light Mirror, 1990
LP™T 72 ,AKM MAw  Mirror fragments, canvas, plywood
130x166  166x130
7vax Mmy1noIKk N1y Courtesy of Noemi Givon Collection
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1 5811 Daniel Rozin
2003 ,9 1HON XM Mirror No. 9,2003
niown ,1pn AR nnbyn awnn Computer, Video Camera, Video Projector,
awrnn  Custom Software
Nuanwn N1 Size - Variable
2004 , YRW 1IRMINA AT 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

1in 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
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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
5t-6th Century
El-Makr Church
110x98x4.5

Courtesy of Israel
Antiquities Authority
Photograph: Mariana
Salzberger
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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.
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EXHIBITION CHECKLIST

Measurements are given in centimeters, height x width x depth

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

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
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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



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 19 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-Eugene 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.’

The development of these modern theories of color, which led to
the development of the modern printing press in the 20 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.
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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,'® 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.

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-6™ 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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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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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."* 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
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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
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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...”."*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 6 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

13. From a conversation with Yaacov Chefetz, June 2004.
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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 déja vu of the
biblical story.

Merav Sudaey copies newspaper portraits of terror casualties and
victims of the al-Agsa 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
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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.”"2 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

12. Paul Auster, The Invention of Solitude (New York: Penguin, 1988), p. 22.
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of identity.® Jacques Lacan has called the formative phase in the de-
velopment of the child’s sense of self “the Mirror Stage,”” 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.®

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 8™ 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.]. Laplanche and J. B. Pontalis, The language of Psychoanalysis (London: Karnac Books, 1988),
pp- 250-251.
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Khirbet al-Mafjar, north of Jericho.” 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,’® 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,"
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-

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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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.*

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).®

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 2" 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 4" to the 7 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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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
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“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.! 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 8" 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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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-a-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 4" to the 7" Centuries,® 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.
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El-Makr Church
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Photograph: Mariana
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FRAGMENTS

Mosaics and Reality in Israeli Art

Time for Art, November 2004 — March 2005

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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