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Ï‡¯˘È· ˙ÂÓ‡Ï ÌÈÂ‡ÈÊÂÓ‰ ÌÂ¯ÂÙ
Ë¯ÂÙÒ‰Â ˙Â·¯˙‰ ¨ÍÂÈÁ‰ „¯˘Ó

≥

˙Â‰Ê Ï˘ ÌÈ„·¯
ÈÙÒÎ Ô‰Î ˙È¯ÈÓ Ï˘ ‰˙¯ÈˆÈ ÏÚ

¯Â‡ ¯· ‰ÈÏ‚

„Ú ¨ÌÈÂÂ‚Ó ‰Î ‰È„Ó ÈÓÂÁ˙· ‰˘ ≤∞ ‰Ê ˙¯ˆÂÈ ÈÙÒÎ Ô‰Î ˙È¯ÈÓ
‰˙¯ÈˆÈ· ÌÈÂ˘‰ ÌÈ˜¯Ù‰ ˙‡ Â¯ˆÈ ÌÈÓ‡ ‰ÓÎ˘ ÌÈ˙ÈÚÏ ‰Ó„˘
˙Ù˘ÂÁ ‰˙„Â·Ú ÏÂÏÎÓ· ‰˜ÈÓÚÓ ˙ÂÂ·˙‰ Ï·‡ Æ‰„ÈÁÈ ˙ÈÓ‡ ‡ÏÂ
¨ÌÂ˘È¯ ∫‰˙ÈÈ˘Ú Ï˘ ÌÈÂ˘‰ ÌÈÓÂÁ˙‰ „ÂÒÈ· ÁÂÓ‰ È·˜Ú ‰¯„˘ ËÂÁ
ÏÎ· Æ˙ÈÏËÈ‚È„ ‰„Â·ÚÂ ÌÈÈÂˆÓ ÌÈ¯ÓÂÁÂ ËÒ˜Ë ·ÂÏÈ˘ ¨ÏÂÒÈÙ ¨¯ÂÈˆ
˙ÂÈˆÓ¯ÂÙÒ¯ËÂ ¨‰ÈÂÓÒ Â‡ ˙˘¯ÂÙÓ ¨Ì„‡‰ ˙ÂÓ„ „ÈÓ˙ ‰ÏÂÚ ‰Ï‡
¨ÌÈÈ‚¯Â‡ ÌÈ·ÈÎ¯ÓÏ ‰‡ÏÎ‰Â ‰·Î¯‰ ¨˜Â¯ÈÙ ˙ÂÚˆÓ‡· ÂÊ ˙ÂÓ„ Ï˘
ÆÌÈÈ‚ÂÏÂÎËÂ ÌÈÈ·ÂˆÈÚ

µ∞ x ∑∞ ¨ÌÈ¯ÈˆÂ ÌÈÏÂ‚Ú ıÚ ˙ÂËÂÓ ¨Ô¯Â‡ ıÚ ¨Ë˜È„ ¨±ππ∞
1990, plywood, pine, round wooden rods and hinges, 70x50

¥

±≤≤ x ±∏∞ ¨ËÈÂÊÓ ÏÚ ‰ËÈ¯ÁÂ ÌÈ¯È‚ ¨ÔÓ˘ ÈÚ·ˆ ¨±π∏µ
1985, oil paints, chalks and scratchings on Masonite, 180x122

µ

ß‚ ±∏∞ ¨ıÚ ˙ÂÈ·Â˜ ¨±π∏∂
1986, wooden blocks, height: 180

‰Ï˘ Ì„˜ÂÓ‰ ÏÂÒÈÙ·Â ¯ÂÈˆ· Â˙È˘‡¯˘ ¨Ì„‡‰ ˙ÂÓ„· ‰˜ÂÒÈÚ·
˙˙˘ÂÓ Ô‰ÈÏÚ˘ „ÂÒÈ‰ ˙ÂÏ‡˘ „ÈÓ˙ ˙Â„‰„‰Ó ¨∏∞–‰ ˙Â˘·
‰˜ÈÊ‰ ÈÙÂ‡ ˙Â„Â‡ ÏÚ ˙ÂÏ‡˘ ∫ÈÙÒÎ Ô‰Î ˙È¯ÈÓ Ï˘ ‰ÈÈ˘Ú‰ ÏÂÏÎÓ
˙ÈÙÂ‚ ‰˘ÂÁ˙ ÔÈ· ¨˙ÈÂˆÈÁÏ ˙ÈÓÈÙ ˙Â‰Ó ÔÈ· ¨‚ÂˆÈÈÏ ‰·Ó ÔÈ·˘
Ï˘ È·ÈÒ˜ÏÙ¯ ÔÙ ˙ÂÏÚ· ÔÈÈÙÂ‡· ˙ÂÈ‚˘ÂÓ ˙ÂÏ‡˘ ‰Ï‡ ÆÈÂÓÈ„Ï
‰·Ó ÔÈ· ‰˜ÈÊ‰ ˙Â„Â‡ ÏÚ ‰ÈÈ‰˙‰ Æ‰ÓˆÚ ˙È˙ÂÓ‡‰ ‰ÈÈ˘Ú· ÔÂÈ„
¨˙ÂÓ‡· ÂÏ˘ ˙¯Ê‚Ï ¯Â˜Ó ÔÈ·˘ ÌÈÒÁÈ‰ ˙ÂÚÓ˘ÓÏ ‰¯Â˘˜ ‚ÂˆÈÈÏ
¯˘˜‰‰ Æ¢Ì„‡¢ Â‡ ¢Ú·Ë¢ ÔÈ·Ï ¢˙ÂÓ‡¢ ÔÈ·˘ ˜Ó˜ÓÁ‰ ·Á¯ÓÏ
Ì‚ ÈÊÎ¯Ó ‡Â‰Â ÈÙÒÎ Ô‰Î ˙È¯ÈÓ Ï˘ ‰È˙Â„Â·Ú ˙·‰Ï È˙Â‰Ó È‚˘ÂÓ‰
ÆÌÈÈÙÎ ˙„Â·Ú Ï˘ ÈÏÓÚ ÈÙÂ‡ ˙Â‡˘Â‰ ˙Â„Â·Ú·
˙ÂÓ„ ‰ÚÈÙÂ‰ ¨∏∞–‰ ˙Â˘ ÚˆÓ‡· ¨˙ÂÂ˘‡¯‰ ‰È˙Â„Â·Ú· ¯·Î
ÂÓÎ ÌÈ‡¯‰ ÌÈËÓ‚¯Ù ≠ ˙ÂÂ˘ ˙Â„ÈÁÈ ‰ÈÂ˘Ú ˙Î¯ÚÓ ÍÂ˙· Ì„‡‰
‰Ó˙Á‰© È˘È‡ ÈÂ‰ÈÊÏ ˙˘Ó˘Ó‰ ÌÈÂÂ˜ ˙˘¯ Ï˘ ‰Ú·Ë‰ Â‡ ¢¯ÂÚ¢
˙ÂÁÂ˜Ï‰ ˙ÂÈÂÓ„ Ï˘ È˙ÓÎÒ ÌÂ˘È¯ ¨®„È‰ ÛÎ Â‡ Ô‰Â·‰ ˙ÂÚˆÓ‡·

∂

¥≥ x ∂µ ¨¯Ù¯Ù ÌÂ‡Â ‚¯Â· ¨ıÚ ¨±π∏∂
1986, wood, wooden soles, bolt and wing nut, 65x43

‰·Ó‰ Æ¯ÂÈˆ‰ ÈÙ ÏÚ ¢˘È‚¯¢ ¨È·Á¯Ó ¨ÈÂÂ˜ ÌÂ˘È¯ Ï˘ ‰ÏË‰Â ÌÂÏˆ˙Ó
ß¯© ÌÈÚÂ·È¯ Ï˘ ¨˙ÂÈ˙ÓÎÒ ¨˙ÂÈ¯ËÓÂ‡È‚ ˙Â„ÈÁÈ ÏÏÎÂ È„ÓÏ ·Î¯ÂÓ ‰È‰
˙Â‚ˆÈÈÓ‰ ˙Â˜ÈÎË ¨˙ÂÂ˘ ˙ÂÓ‡ ¢˙ÂÙ˘¢ Ï˘ ÒÙÈÒÙ· ®¥ ßÓÚ· ¯ÂÈˆ
ÆÌÈÈ¯ÂËÒÈ‰Â ÌÈÈ˙Â·¯˙ ÌÈ¯˘˜‰ ‰ÏÚÓ‰ ¯·ÁÈÓÂ ÌÈÂ˘ ÌÈ¯‡ßÊ
Æ„˜ÂÓÓÂ ¯È˘È ÏÂÒÈÙÏ ÌÂ˘È¯Â ¯ÂÈˆÓ ÈÙÒÎ Ô‰Î ‰¯·Ú ±π∏∂–·
ÈËÒÈÏÓÈÈÓ ÏÂÒÈÙ ÌÚ ‚ÂÏ‡È„ ÂÓÈÈ˜ ‰Ï˘ ˙ÂÂ˘‡¯‰ ÏÂÒÈÙ‰ ˙Â„Â·Ú
˙È˜Á˘Ó ˙ÂÏÈÚÙ Ï˘ ‰˜ÈÓÈ„Â ÈÙÂ‡ Â¯ÓÈ˘ Ï·‡ ¨®„‡ß‚ „ÏÂ„©
‰˙ ÈÙÒÎ Ô‰Î ˙È¯ÈÓ Æ„¯ÂÒ·‡Â ¯ÂÓÂ‰ Ï˘ ˙Â„ÂÒÈ ˙·Ï˘Ó‰
ÔÈ‡˘ ¨˙ÂÈÎËÂ ˙ÂÈË¯˜Â˜ ¨˙ÂÈÂ˜Ï ˙Â¯˙ÂÎ ‰Ï˘ ÏÂÒÈÙ‰ ˙Â„Â·ÚÏ
ß¯ ¨±π∏∂© ıÚ ˙ÂÈ·Â˜ ÏÒÙ‰ Æ¢˙ÂÓ„¢‰ ‡˘ÂÏ ˙Â˘¯ÂÙÓ Ô˙Â‡ ˙ÂÎÈÈ˘Ó
˙ÂÈ·Â˜ ÈÂ˘Ú‰ ®ßÓ±Æ∏∞© Ì„‡–˙ÓÂ˜ ‰·Â‚· Ï„‚Ó ‡Â‰ ¨Ï˘ÓÏ ¨®µ ßÓÚ
„ÁÂÈÓ· Â¯ˆÂ ‡ÏÂ Ô‰˘ ÈÙÎ ÂË˜ÂÏ ÂÏÈ‡Î ˙Â‡¯‰ ¨„ÈÁ‡ ‡Ï Ï„Â‚· ıÚ
¨ÏÒÙ‰ Ï˘ ÌÈË¯Ù·Â ÏÂÏÎÓ· ˙Ó˙ÒÓ Ì„‡‰ ˙ÂÓ„ Æ‰„Â·Ú‰ Í¯ÂˆÏ
˙ÈÊÎ¯Ó ‰ÈÏÂÁ· Â‡ ¨®Ï‚¯ ÛÎ ÁË˘Ó ÔÈÚÓ© ˙ÈÒÁÈ ·Á¯ÂÓ‰ ¢ÒÈÒ·¢·
˜‰·ÂÓ· ‰ÏÂÚ ‰Ê ÔÈÚÓ ÈÒÈÒ·Â ¯È˘È ÏÂÒÈÙ· Æ®¢¯‡ÂÂˆ¢ ÂÓÎ© ‰¯ˆ
ÔÈ·Ï ¨®‰Á‰ ¨¯ÓÂÁ ¨Ï˜˘Ó ÈÂÂÈ˘ ¨ÒÓÂÚ Ï˘ ˙ÂÏ‡˘© ‰·Ó ÔÈ·˘ ¯˘˜‰
ÆÛÂ ‡È‰˘ ‰Ùˆ¯ ¨È˜ÙÂ‡ ÁË˘Ó ÏÚ ·ˆÈ‰ Ì„‡ Ï˘ ‚ÂˆÈÈ

∑

Â·ˆÈ ‡Ï Ì‰ Æ˜Ú È„ÓÓÏ ÈÙÒÎ Ô‰Î ˙È¯ÈÓ Ï˘ ÌÈÏÒÙ‰ ÂÁÓˆ ±π∏∏–·
˙ÂÒÁÈÈ˙‰ ÍÂ˙ Â˘¯ÙÂ ÂÏÙ˜˙‰ ¨ÂÁÁÂ˙˘‰ ‡Ï‡ Ì˙ÓÂ˜ ‡ÂÏÓ· „ÂÚ
ÌÈÂ˘ ÌÈ˜ÏÁ ÈÂ˘Ú‰ ÛÂÓ ÂÓÎ ¨‰‚Âˆ˙‰ ÏÏÁ Ï˘ ÂÁË˘ÏÂ Â‰·Â‚Ï
ÌÂÏˆ˙ ß¯ ¨±π∏∏© ÛÂÓ ‡È‰˘ ˙ÂÓ„‰ ÆÏÏÁ‰ ˙‡ ÌÈ‡ÏÓÓ ÂÈ¯·‡˘
˙Â¯‚ ÂÓÎ ˙ÂÎ‡ÏÓÏ ‰˜ÈÊ·Â ˙ÈÒ„‰ ÔÈÚÓ ‰„Â·Ú· ‰ÎÂ˙ ®‰Ê ßÓÚ·
‡Ï‡ ÌÈÈÂˆÓ ÌÈ¯ÓÂÁ Ï˘ ¯·ÁÈÓÓ „ÂÚ ·Î¯Â‰ ‡Ï ÏÒÙ‰ Æ˙Â‡ÂÎÓ Â‡
‰‚¯·‰ ˙ÂËÂÓ ˙ÂÚˆÓ‡· ÂÊÏ ÂÊ Â¯·ÂÁ˘ ˙ÂÈ¯ÏÂ„ÂÓ ıÚ ˙Â„ÈÁÈÓ
‰¯ˆÂ ÛÂÓ‰ ˙„Â·Ú ÆÌÂÈÈÓÂÏ‡ ˙Â¯ÂÈˆ ˙¯ÊÚ· Â·ˆÂÈÂ ÌÈÒ‚ ÌÈÓÂ‡Â
ÂÓÈ‡˙‰Ï Ô˙È˘ ÍÎ ‰·Â ·È·‡ Ï˙· ÔË˜ „ÓÓ ‰È¯Ï‚ Ï˘ ÏÏÁ‰ ¯Â·Ú
˙¯˜˙Ï ˜È˘‰ ÏÒÙ‰ Ï˘ ¢Â¯‡ÂÂˆ¢ Æ‰‚Âˆ˙ ÈÏÏÁ Ï˘ ÌÈÂ˘ ÌÈ„ÓÓÏ
‰Ùˆ¯‰ ÏÚ ‰Á ‰ÏÂ„‚‰ ¢„È‰ ÛÎ¢ ¨®ßÓ µ ∫Í¯Â‡ ¨ßÓ ≤Æ≤∞ ∫‰·Â‚© ‰È¯Ï‚‰
„ˆÏ È˘Ó ÒÈÒ· Â˘ÓÈ˘Â ‰ÙÈÓ ÂÓÎ Â˘¯Ù ˙ÂÎÂ¯‡‰ ¢‰È˙ÂÚ·ˆ‡¢Â
¨˙˜‰·ÂÓ ˙ÈÏÂÈˆ˜ÂÙ ˙ÂÚÓ˘Ó ÂÏ·È˜ ÏÒÙ‰ Ï˘ ÂÈ˜ÏÁ ÆÏÒÙ‰ Ï‚¯
Ì‡˙‰· ˙Â˘ÈÓ‚Â ‰Ó¯‰ ˙ÏÂÎÈ ¨ÁÂÎ ¨‰ÚÂ˙ ¯˘Ù‡Ó‰ ¯·ÁÈÓÎ

µ∞∞ x ≤≤∞ ¨‰ÙÈÎ ÈÓÂ‡ ¨‰‚¯·‰ ˙ÂËÂÓ ¨ÌÂÈÈÓÂÏ‡ ˙Â¯ÂÈˆ ¨ÚÂ·ˆ ‡Ï Ô·Ï ıÚ ¨±π∏∏
®·È·‡ Ï˙ ¨ÔË˜ „ÓÓ ‰È¯Ï‚· ‰·ˆ‰ ‰‡¯Ó©
1988, unpainted white wood, aluminum pipes, threaded rods, dome nuts,
500x220 (view of installation at the Maimad Katan Gallery, Tel Aviv)

∏

ß‚ ≤∏∞ ¨ıÚ ¨±π∏π
1989, wood, height: 280

π

ÔË˜‰ ÏÏÁ‰ ÍÂ˙· ÌˆÚÂ‰ ÏÒÙ‰ Ï˘ ÂÏ„Â‚ Æ˙˘¯„‰ ¢‰ÓÈ˘Ó¢Ï
˙¯‚ÒÓÓ ‚Â¯ÁÈ Â˙ÓÂ˜ ‡ÂÏÓÏ Á˙Ó˙È Ì‡˘ ‰È‰ ‰Ó„Â ‰È¯Ï‚‰ Ï˘
‰¯˜˙Ï „Ú·Ó ÁÈ‚Ó È˜Ú‰ ‰˘‡¯Â ˙Á‡· ‰ÁÓˆ˘ ‰ÒÈÏÚ ÂÓÎ ¨¯„Á‰
ıÚ‰ ÈÏÒÙ Ï˘ ÈÏÂÈˆ˜ÂÙ–È˙ÈÈ˘Ú˙‰ ÌÈÈÙÂ‡ ÆıÂ¯Ù‰ ‚‚‰ ˙‡ ‰ˆÂÁÂ
„ÂÒÈÏ Æ˙Â„Â·Ú‰ Ï˘ ÈËÒËÙ‰ „ÂÒÈ‰ ˙‡ ÌÚÓÚ ‡Ï ∏∞–‰ ˙Â˘ ÛÂÒÓ
ÔÂ¯ÎÈÊ ÂÓÎ ¨È„‚‡ „ÂÒÈ Ì‚ ÏÁÏÁ ¨˙È˘Â‡ ‰ÂÎÓ ÔÈÚÓÎ ¨Ô‰Ï˘ È„È˙Ú‰
ÔÂ¯ÎÈÊ ªÌ„‡‰ ˙ÂÈ‰ Ì¯Ë·˘ Ô„ÈÚ· ÂËÏ˘˘ ÌÈÂÓ„˜ ÌÈ¯ÂˆÈ Ï˘ ˜È˙Ú
ÆÔÓÊ Ï˘ ˙ÂÏÂ·‚ ‰ˆÂÁÂ ‰„¯Á·Â ¯ÂÓÂ‰· ÔÂÚË
ÏÂÒÈÙÏ Í˘Ó‰· ÈÙÒÎ Ô‰Î ˙È¯ÈÓ ‰¯·Ú ÌÈÏÂ„‚ ÌÈ„ÓÓ· ‰„Â·ÚÓ
¨ÈÏÎÈ¯„‡ ÌÊÈ‚¯Â‡ ÔÈÚÓ ‡È‰˘ ‰ÒÙÂ˜ ¨Ï˘ÓÏ ÆÔË˜ ‰„ÈÓ ‰˜·
˜¯˜¯È ¯Â‡· ˙˜‰Â· ˙ÈÎÂÎÊ ˙ÏÂ‚ ¨¢·Ï¢ ·‰·‰Ó ÂÎÂ˙·˘ ¨È¯ÂË‡ÈÈÓ
˙ÈÓ‡‰ ‰˜ÈÚ‰ ‡Ï ®±ππ±≠±π∏π© ÂÊ ‰¯„ÒÏ Ì‚ Æ®±± ßÓÚ ß¯ ¨±ππ±©
¨ÌÈ¯ÓÂÁ ∫ÌÈÈÒÈÒ·‰ Ú„ÈÓ‰ ÈË¯Ù ÔÂÈˆ· ‰˜Ù˙Ò‰Â ˙È‡˘Â ˙¯˙ÂÎ
‰¯ˆÈ˘ ˙ÂÈÓÈËÈ‡‰Â ˙ÂÓÙÂÓ‰Ó ¨‰Ï‡ ˙Â„Â·Ú· ÆÌÈ„ÓÓ ¨‰˘
¨ÌÈ·˙ÎÓ ˙·È˙Ï ¨È˙È· ËÂ‰È¯Ï ÍÙ‰ ÈÏËÓÂÂÓ‰ ¨ÈÙÒÎ Ô‰Î ˙È¯ÈÓ
·Á¯Ó‰ Ï‡ ‰¯˘Ù‡˙‰˘ ‰ˆˆ‰‰ Æ˙„ÂÎÏÓÏ ÈÏÂ‡ ¨˙È„ÂÒ ‰¯‚ÓÏ
ÔÈ·˘ ‰˜ÈÊ‰ ˙„ÈÁ ˙‡ ‰¯˙Ù ‡Ï ¯ˆ Í¯Á ˙ÂÚˆÓ‡· ÏÒÙ‰ Ï˘ ÈÓÈÙ‰
≠ ÌÈÈÓÂÈÓÂÈ‰ ¨ÌÈËÂ˘Ù‰ ÌÈ¯ÓÂÁ‰ ÂÎÙ‰ ÌÒÂ˜ È„È· ÂÓÎ ÆıÂÁÏ ÌÈÙ‰
Ï˘ ÌÈÎÈÏÂÓÏ ≠ ˙ÈÎÂÎÊ ˙ÏÂ‚Â ÚÂ·ˆ ‡ÏÂ Úˆ˜Â‰Ó „Â·Ï ıÚ ¨Ô¯Â‡ ıÚ
Æ˙ÈÓÈËÈ‡ ‰ÈˆÓ¯ÂÙÒ¯ËÏ ·Á¯ÓÂ ÈËÒÈÏÓÈÈÓ ÏÒÙ ªÌÒ˜Ó
˙ÙËÚÓ ÏÒÙ‰ ÆÂÊ‰ ‰¯„Ò· ˙Â„Â·ÚÏ Ì‚ ˙ÈËÂÂÏ¯ ‰˙È‰ ¢˙ÂÓ„‰¢

¨®ßÓ ≤Æ∏∞© ¢‰ÒÙÂ˜‰¢ ˙Â„Â·Ú· ÂÏ„Â‚· ‚È¯Á‰ ¨®±≥ ßÓÚ ß¯ ¨±ππ∞© „ÂÓÚ
ÏÎÓ Ë˘ÙÂ‰˘ Í‡ ÂÓÎ ≠ ±π∏∂–Ó ıÚ‰ ˙ÂÈ·Â˜ ˙„Â·ÚÏ ‰ÓÂ„· ≠ ·ˆÈ
˙Â˘¯Ù ÌÈ¯¯ÂÚÓ ÂÏ˘ ‰„ÈÓ‰ ‰˜Â ÈÎ‡‰ ‰·Ó‰ Ï·‡ ÆÈ¯Â‡È˙ „ÂÒÈ
ÈÂ˘Ú ¨ÈÏÂÈˆ˜ÂÙÂ ËÂ˘Ù ¨ÏÒÙ‰ Æ˙·ˆÈ ¢˙ÂÓ„¢ Ì‚ ‡Â‰˘ „ÂÓÚ Ï˘
¨˙ÂÏÙ˜˙Ó ÌÈÈÏ‚¯Ï ÈÓˆÚ Ê¯‡Ó ˙˘Ó˘Ó‰ Ô·Ï Ô¯Â‡ ıÚÓ ‰ÒÙÂ˜Î
ÔÂÂÈÎÏ ¨‰˘È¯ÙÏ Ô˙È ÏÒÙ‰ ¨ÛÂÓ‰ ÂÓÎ ÆÊÁ‡ÓÎ ‰Ï ˙ÂÁ˙Ù‰
ÍÂ˙Ï ÌÈÒÎ˙Ó ÂÈ¯·‡ ∫‰¯È‚ÒÏ Ì‚ Ô˙È ‡Â‰ ‰Ê ‰¯˜Ó· Ï·‡ ¨ÏÂÙÈ˜ÏÂ
ÂÓˆÚ ÍÂ˙· ÏÚ ‡Â‰ Æ˙Á‡ ‰ÂÚ·Â ˙Ú· ÏÎÂÓÂ ÏÈÎÓ ‡Â‰Â ‰ÒÙÂ˜‰
Æ‚ÙÂ˜¯ÒÏ ‰ÓˆÚ· ‰ÎÙ‰˘ ˙ÂÓ„ ÂÓÎ ¨ÔÊÂ‡Ó ·ˆÓ· ¯Ó˘Â
‰È¯Ï‚· ±ππ±–· Â‚ˆÂ‰ ¢˙Â‡ÒÙÂ˜‰¢ ˙¯„Ò ÍÂ˙Ó ˙Â„Â·Ú‰
˜¯ÙÏ ÌÂÎÈÒ ÔÈÚÓ ‰· ‰È‰˘ ‰ÎÂ¯Ú˙ ¨·È·‡ Ï˙· ÌÈÓ‡‰ ˙Â‡„Ò
ÂÈÒÏÙÓ È˘ ÏÚ ‰È¯Ï‚‰ Ï˘ ·Î¯ÂÓ‰ ·Á¯Ó· ‰„Â·Ú‰ ÆÍ˘ÂÓÓ ‰„Â·Ú
ÏÏÁ· ‰·ˆ‰ ÌÚ ˘„ÁÓ „„ÂÓ˙‰Ï ˙ÂÓ„Ê‰ ÈÙÒÎ Ô‰Î ˙È¯ÈÓÏ ‰˜ÈÚ‰

±∞

≤∞ x ≥∞ ¨ÔÂ¯ÙÈÚÂ ËÚ ¨‰Î‰ ÌÂ˘È¯ ¨±π∏π
1989, drawing, pen and pencil, 30x20

±±

±¥ x ±µ ¨®‰„Â·Ú‰ Ï˘ ÈÓÈÙ‰ ÏÏÁ·© ˜Â¯È ˙ÈÎÂÎÊ ˜Â·˜·Â Ë˜È„ ¨±π∏π
1989, plywood and green glass bottle (in the work’s interior space), 15x14

±∑ x ≤≥ ¨˙ÈÎÂÎÊ ˙ÏÂ‚ ¨ÌÂÈÈÓÂÏ‡ ÈËÂÁ ¨Ô¯Â‡ ıÚ ¨±ππ±
1991, pine, aluminum threads, glass ball, 23x17

±≤

≤± x µ∞ ¨˙Î˙Ó ˙˘¯ ¨ÌÂÈÈÓÂÏ‡ ¨·ÏÁ ˙ÈÎÂÎÊ ¨Ô¯Â‡ ıÚ ¨±ππ∞
1990, pine, white glass, aluminum, metal net, 50x21

ÌÂ˘È¯ ≠ „ÓÓ–˙Ï˙Ï „ÓÓ–Â„ ÔÈ·˘ ÌÈÒÁÈ· ‰˜ÒÚÂ ®±¥ ßÓÚ ß¯© ÌÈÙ
ÏÂÒÈÙÂ ¨ÂÊ È¯Á‡ ÂÊ ˙Â·Î˘· ˙ÂÈÂÏ˙‰ ˙Â„·Â¯Ó ˙ÂÈË˙ÈÒ ˙ÂÊ‚ È·‚–ÏÚ
Æ®˙Â‡ÒÙÂ˜© ÔÈÚ‰Ó Ì˜ÏÁ· ÌÈ¯˙Ò‰ ÌÈÈÓÈÙ ÌÈ¯Â˘ÈÓ ‚ÈˆÓ‰
ÁË˘ÓÂ ÏÂ‚Ú ¯ÂÈˆÓ ¨¯˙È‰ ÔÈ· ¨˙·Î¯ÂÓ‰ ≠ ‰ÏÂ„‚ ‰Ùˆ¯ ˙„Â·Ú
ÏÏÁ·Â „„Â·‰ Ë˜ÈÈ·Â‡· ˙ÈÓÊ–Â· ‰ÈÈÙˆ Ï˘ ·ˆÓ ‰¯ˆÈ ≠ ˙ÈÎÂÎÊ
‰„˜ÈÓ ‰ÎÂ¯Ú˙‰ ‰·Ó ˙ÂÚˆÓ‡· ÆÂ· Û˜˙˘‰˘ „ÁÂÈÓ‰ ‰È¯Ï‚‰
‰˜ÈÊ ÔÂ‚Î ¨ÏÏÁ‰ ‡˘Â· ˙ÂÚ‚Â‰ ˙ÂÈÊÎ¯Ó ˙ÂÏ‡˘ ÈÙÒÎ Ô‰Î ˙È¯ÈÓ
Æ¢Â¯˜ÈÓ¢· ¢Â¯˜Ó‰¢ ˙ÂÙ˜˙˘‰Â ·Á¯ÓÏ ÌÈË¯Ù ÔÈ·
ÌÂ˘Ó ‰· ‰È‰˘ ¨‰ÒÙÂ˜–‚ÂÏË˜ ‰„Â·Ú‰ ‰Á˙Ù˙‰ ÂÊ ‰ÎÂ¯Ú˙Ó
¯Â‡Ï ‡ˆÈ© ‰ÒÙÂ˜–‚ÂÏË˜ Æ„ÓÓ–˙Ï˙Â „ÓÓ–Â„ Ï˘ ˘„Á ‚ÂÒÓ ·ÂÏÈ˘
„ÏÈ˘ËÂ¯ ˙Â¯„˘· ·ˆÈÓ·Â ÔÓÒÂ‡ ‰·ÂË ‰È¯Ï‚· ‰ÎÂ¯Ú˙· ‚ˆÂ‰Â
Á¯Â‡· ÂË˜ÂÏ˘ ¨˙ÈÓ‡‰ Ï˘ ‰ÈÈÁÓ ÌÈ˜¯Ù ÏÈÎ‰ ®±ππ¥–· ·È·‡–Ï˙·
¨‰˙„Â·Ú ÏÚ ÌÈËÒ˜Ë ¨ÌÈÓÂÏˆ˙ ≠ ‰ÈÎ¯¯È‰ ‡ÏÏ ÂÁÂ‰Â ÈË˜Ï˜‡

±≥

ß‚ ≤∏∞ ¨Ô·Ï Ô¯Â‡ ıÚ ¨±ππ∞ ¨„ÂÓÚ ˙ÙËÚÓ
Column Casing, 1990, white pine, height: 280

±¥

˙·¯ÂÚÓ ‰˜ÈÎË· ÌÂ˘È¯Â ˙ÈÎÂÎÊ ¨˙Â‚¯Â„Ó ÏÊ¯· ˙ÂËÏÙ ¨ÚÂ·ˆ ÏÊ¯· ˙Â¯ÂÈˆ ¨±ππ±
®·È·‡ Ï˙ ¨ÌÈÓ‡‰ ˙Â‡„Ò ‰È¯Ï‚· ‰·ˆ‰ ‰‡¯Ó© ß‚ ≤µ ¨ß˜ ≥∞∞ ¨˙ÈË˙ÈÒ ‰Ê‚Â ¯ÈÈ ÚˆÓ ÏÚ
1991, painted iron pipes, stepped iron plates, glass, and drawing in mixed
technique on a surface of paper and synthetic gauze, height: 25; diameter: 300
(view of the installation at the Artists’ Studios Gallery, Tel Aviv)

±µ

ÌÈÙÏ˜ ÂÓÎ Ï¯Â‚ÏÂ ‰È‚‡ÓÏ ÌÈÒÁÈÈ˙Ó‰ ÌÈËÈ¯Ù Ì‚Â ¨˙Â¯Ó‡ ¨Ú„ÈÓ
Ú„ÈÓ Ï˘ ÌÈÂ˘ ÌÈ„·¯ Ï˘ ˙ÈÏËÈ‚È„‰ ‰ÒÙ„‰‰ Æ„È–ÛÎ· ‰‡È¯˜ Â‡
‰È‚ÂÏÂÎË Ì˘ÈÈÏ ÔÂ˘‡¯ ÔÂÈÒÈ ‰˙È‰ ‰ÒÙÂ˜–‚ÂÏË˜· ‰Ê È·‚ ÏÚ ‰Ê
Ï˘ ‰˙ÈÈ˘Ú Ï˘ ÏÏÂÎ‰ ÍÏ‰Ó· Í¯„–ÔÂÈˆ ¨˙ÂÓ‡ ˙„Â·Ú· ˙ÈÏËÈ‚È„
ÆÈÙÒÎ Ô‰Î ˙È¯ÈÓ
‰„Â·Ú‰ ‰Ï ‰˜ÙÈÒ ÈÙÒÎ Ô‰Î ˙È¯ÈÓ Ï˘ ‰Î¯„ ˙ÏÈÁ˙· Ì‡
˙ÈˆÁÓ· ¨‰¯ÂËÒ˜ËÂ ÈÂÓÈ„ Ï˘ ‰ÒÙ„‰Ï ˘È‚Â ÏÂÊ ÔÂ¯˙Ù ·˘ÁÓ·
˙ÂÏ‡˘· „·Â¯Ó ÔÂÈ„ Ï˘ ÍÈÏÂÓ ‰˙˘Ú ‡È‰ π∞–‰ ˙Â˘ Ï˘ ‰ÈÈ˘‰
‰„Â·Ú‰ Æ˙Â·¯˙Â Ú·Ë ¨¢È¯·‚¢Â ¢È˘¢ ¨ıÂÁÂ ÌÈÙ ¨‚ÂˆÈÈÂ ‰·Ó Ï˘
È·‚ ÏÚ ÌÈÓÂ˘È¯‰ ÂÓÎ ˙Â„Â·ÚÏ ˘„Á ¯˘˜‰ ‰˙ ˙ÈÏËÈ‚È„‰
‰Ê È¯Á‡ ‰Ê ÌÈÈÂÏ˙‰ ¨ÌÈÓ‡‰ ˙Â‡„Ò· Â‚ˆÂ‰˘ ¨˙ÂÈË˙ÈÒ ˙ÂÊ‚
˙„Â·Ú Æ‰˘„Á ‰·ÈË˜ÙÒ¯Ù Ô‰Ï ‰˜ÈÚ‰Â ¨‰Ê· ‰Ê ÌÈÙ˜˙˘ÓÂ
‰˜ÒÚ˘ ˙ÂÏ‡˘· ÌÈ˜˙¯Ó ÌÈˆÂ¯Ú ÈÙÒÎ Ô‰Î ˙È¯ÈÓÏ ‰Á˙Ù ·˘ÁÓ‰
ÆÈÓÈÙ‰ ‰ÓÏÂÚ· ˙Â„˜Ó˙‰Ï ‰˙Â‡ ‰ÂÂÈÎÂ ‰Î¯„ ˙È˘‡¯Ó Ô‰·
˙ÂÚ„ÂÓÂ ˙Â‰Ó‡ ¨‰„ÈÏ ≠ ‰˙„Â·ÚÏ ÏÁÏÁÏ ÂÏÁ‰ ÌÈÈÁ Ï˘ ˙ÂÈÂÒ˙‰
ÆÂÏ˘ ‰ÏÂÚÙ‰ È˜ÈÙ‡ÏÂ ˙ÂÓ‡· ÂÈ¯˘˜‰Ï ¨È˘‰ ÁÈ˘Ï ˙¯·Â‚
‰ÒÙ„‰ ˙·Ï˘Ó‰ ‰˘„Á ‰Ù˘ ‰Á˙ÈÙ ÈÙÒÎ Ô‰Î ˙È¯ÈÓ
È¯ÓÂÁÂ ÌÈÈÂˆÓ ÌÈˆÙÁ ¨ÌÈÎ¯ ÌÈ¯ÓÂÁ· ÏÂÒÈÙ ˙Â„Â·Ú· ˙ÈÏËÈ‚È„
¨˙È˙ÈÈ˘Ú˙ ‰„Â·ÚÏ ‰˜ÈÊ· ÏÂÒÈÙ· ‰˜ÒÚ ∏∞–‰ ˙Â˘· Ì‡ ÆÚ·Ë
ÂÎÙ‰ ÔÎÓ ¯Á‡Ï ÌÈ˘ ¯˘Ú ¨ÛÂÓ ÂÓÎ ÌÈÈÎÓ ÌÈÏÎÏÂ ˙Â¯‚ ˙Î‡ÏÓÏ
≠ ¢˙È˘ ‰„Â·Ú¢ ÌÚ ÌÈ‰ÂÊÓ‰ ˙ÂÎ‡ÏÓÂ ÌÈ¯ÓÂÁ ‰˙„Â·Ú· ÌÈÈËÂÂÏ¯Ï
„È–˙„Â·Ú Ï˘ ˙Î˘ÂÓÓ ˙¯ÂÒÓ Ï˘ ˙ÂÚÓË‰Â ¯ÚÈ˘ ¨‰‚È¯Ò ¨‚¯‡Ó
¨ÌÈÈ˘ÂÁ ¨ÌÈÈÙ¯ÂÓÂÈ· ÌÈ¯˙‡Ï ‰˙Ù ‡È‰ Æ˙ÈÂÂ˘ÎÚ ‰È‚ÂÏÂÎË·
ÆÈ¯·‚Ï È˘‰Â È˘Ï ÏÁÏÁÓ È¯·‚‰ Ì‰·˘ ¨ÌÈÈ˙„ÈÁ
‰ÒÙ„‰ ‰·ÏÂ˘ ®ÍÏÈ‡Â ±ππ∂© ÂÊ ‰¯„Ò· ˙ÂÂ˘‡¯‰ ˙Â„Â·Ú·
ı·Â˘˘ ¯·‚ Ï˘ ¯Â·Ë‰ ¯ÂÊ‡ Ì˜¯Ó ÂÓÎ ¨ÌÈËÓ‚¯Ù· ˙ÈÏËÈ‚È„
‰ÒÙ„‰ ÆÔÓÊ·–Â· ‰ÈÈÁ„Â ‰ÎÈ˘Ó ˙¯¯ÂÚÓ‰ ˙ÈËÓ‚È‡ „˜ÂÓ ˙„Â˜Î
–Â„ ¨˘„Á ¯˘˜‰Ï ÏÂÒÈÙ‰ ˙„Â·Ú ˙‡ ‰ËÈÒ‰ ÌÈËÒ˜Ë Ï˘ ˙ÈÏËÈ‚È„
‰Ù˘· ˙ÂÈ˙Â‡· ¢˜‡Ï· ¯È„¢ ˙ÂÈ‡ Æ˙È˜˙‰ ‰Ù˘Ï ıÂÁÓ˘ ¨ÈÚÓ˘Ó
˙Â·¯˙ Ï˘ ¯Á‡ „·Â¯Ï ˙È·¯Ú‰ ‰Ù˘‰Ó ‰ÏÏ˜ ·Ò‰ ¨Ï˘ÓÏ ¨˙ÈÏ‚‡‰
Æ®dear© ‰·ÈÁ Â‡ „Â·Î Ï˘ ‰ÂÂÁÓ ¨˙È˙¯·Á
˙ÂÂ¯Á‡‰ ‰È˙Â„Â·Ú ˜ÓÂÚÏ ‰ÓÙÂ‰ ˙ÈÏËÈ‚È„‰ ‰„Â·Ú‰
ÏÚ ˙ÈÏËÈ‚È„‰ ‰ÒÙ„‰‰ ¨ÈÂÓÈ„‰ ‰·˘ ‰„Â·Ú‰ ÂÓÎ ¨˙ÈÓ‡‰ Ï˘
Æ®≥∑≠≥∂ ßÓÚ ¨±πππ© ˙Á‡ ‰„ÈÁÈ Â˘Ú ÏÏÁ· ‰·ˆ‰‰Â ¯¯ÂÁÓ ÚˆÓ

±∂

˙¯ÂÒÓ ÏÚ ÔÚ˘‰ ˘„Á ¯˘˜‰ Ô‡Î ‰˘·Ï ¨¢˙È˘¢ ¨‰¯ÂÙ‡ ‰„Â·Ú
˙ÂÈÂÚÓ˘Ó ÌÚ ‚ÂÏ‡È„ ‰ÓÈÊ ‰ÈÂÏ˙‰ ¢‰ÒÈ·Î‰¢ Æ˙ÈÏ‡È¯ÂË˜ÈÙ
ÌÈÈÁ© ˙È„Â‰È ˙ÂÓ‡· ÂÈ¯˘˜‰Â ¢ÈÂÏ˙ ¯˘·¢ ≠ ˙Â·¯˙· Â¯·ˆ˘
‰ÈÂÏ˙‰ ‰ÒÈ·Î‰ ª®ÔÂ˜ÈÈ· ÒÈÒ¯Ù Â‡ Ë„¯·Ó¯© ˙ÈÓÂ‡ÏÈ·Â ®ÔÈËÂÒ
¯Ó˘Ó‰ ÈÎ‡‰ Ì˜¯Ó‰ ªÌÈÈÁ „˘Ï ‰ÓÓ ËÁÒ˘ ˙ÈÏËÈ‚È„ ‰ÙÈÏ˜Î
ÆÛÂ‚ Ï˘ ‰˜ÂÁ¯ ˙¯Ê‚
˙¯ÊÂÁ ®≥µ ßÓÚ ¨≤∞∞≥© ˙ÂÂ¯Á‡‰ ˙ÂÈÏËÈ‚È„‰ ˙Â„Â·Ú‰ ˙Á‡·
Æ¢„ÂÓÚ ˙ÙËÚÓ¢ Â‡ ¢˙ÂÓ„¢ Ï˘ Í¯Â‡Ó ËÓ¯ÂÙÏ ÈÙÒÎ Ô‰Î ˙È¯ÈÓ
ÌÈÈÏ‚¯ ˙ÂÙÎ ¨˙ÂÂˆ˜‰ È˘· ¨ÌÈ·ˆÈÈ˙Ó ÂÓÎ ÈÙ¯ÂÓ‡ Ì˜¯Ó ÍÂ˙Ó
‰Â˜È‡ ÂÓÎ ≠ ˙ÂÓ„ Æ˙ÂÎÂ¯‡ ¨¢˙ÂÈÁÂ¯¢ ˙ÂÚ·ˆ‡ ˙ÂÏÚ· ÌÈÈ„ÈÂ
˙Ó‡ Â‡ ˙Â‰Ó ¨˙Â‰Ê Ï˘ ÌÈ‡Ù¯ ÁÂ¯ ÈÏÂ‡ Â‡ ¨¯·Ú‰ ÈÎ·Ó ‰˙ÏÚ˘
Ì‡ Ì‚ ¨Ô‡Î ‡È‰ ÔÈÈ„Ú Ï·‡ ËÂÁ· ‰ÂÎ˘Ó˘ ‰‚È¯Ò ÂÓÎ ˙Ó¯Ù ¨‰„·‡˘
Æ‰ÈÙ ÁÂ¯ ˙‡ ‰¯È˙ÒÓ

±∑

¨˙ÂÂ¯ÙÚ ¨¯ÈÈ ¨ıÚ ˙ÙÈÏ˜ ¨ıÚ ¨±ππ∑ ¨®¢‰Ù„ˆ¢© ¨Shall We Live Tomorrow?
±±≤ x ±∑∏ ¨·˘ÁÓ ˙ÒÙ„‰ ¨‰˙ÂÎ ÈËÂÁ ¨ÈÓÂ‚ ¯Â„Î
Shall We Live Tomorrow?, (“Shell”), 1997, wood, bark, paper, pencils,
rubber ball, cotton threads, computer print, 178x112

±∏

∑≤ x π± ¨·˘ÁÓ ˙ÒÙ„‰ ¨±ππ∂
1996, computer print, 91x72

±π

¨ÔÂ˜ÈÏÈÒ ¨‰¯ÈÙ˙ ÈËÂÁ ¨Ô˙˘Ù ÈËÂÁ ¨±ππ∑ ¨I See the Future
±µ x ±µ ¨·˘ÁÓ ˙ÒÙ„‰Â ˙ÂÎÈÒ
I See the Future, 1997, linen threads, sewing threads, silicone,
pins and computer print, 15x15

≤∞

¨ÔÂ˜ÈÏÈÒ ¨¯ÓÈÁ ¨®˙Î˙ÓÂ ıÚ© ‰¯ÈÙÁ ˙‡ ¨±ππ∏≠±ππ∑
≥∞ x ±µ∞ ¨·˘ÁÓ ˙ÒÙ„‰Â ˜ÈËÒÏÙ
1997-1998, spade (wood and metal), clay, silicone,
plastic and computer print, 150x30

≤±

¨‰Ó„‡ ¨¯ÓÈÁ ¨ÌÈ˘·ÂÈÓ ÌÈÙÚ ¨„· ÏÚ ¨±ππ∑≠±ππ∂ ¨Dear Balak
≥∞ x π∂ ¨ÏÂ‚Ò ˜ÏÂ ˜ÈËÒÏÙ È¯ÂÙÈˆ ¨ÔÂ˜ÈÏÈÒ
Dear Balak, 1996-1997, cloth shoe, dried branches, clay, earth,
silicone, plastic nails and purple nail varnish, 96x30

≤≤

∂∞ x ±∞∞ ¨·˘ÁÓ ˙ÒÙ„‰Â ÔÂ˜ÈÏÈÒ ¨ÌÈÙÚ ¨‰˙ÂÎ ÏÒ ¨±ππ∏≠±ππ∑
1997-1998, cotton basket, branches, silicone, and computer print, 100x60

≤≥

≤∞ x ±∂∞ ¨·˘ÁÓ ˙ÒÙ„‰Â ˙ÂÎÈÒ ¨„· ¨ÌÈ˘¯Â˘ ¨±ππ∏
1998, roots, fabric, pins, and computer print, 160x20

≤¥

∂∞ x ±∞∞ ¨¯ÂÚ ˙ÈÂÓ„ ·˘ÁÓ ˙ÒÙ„‰Â ÔÂ˜ÈÏÈÒ ¨¯ÂÚ ÏÈÚÓ ¨≤∞∞∞≠±πππ
1999-2000, leather coat, silicone, and computer print resembling leather, 100x60

≤µ

≤∂

∑∞ x ∑∞ ¨·˘ÁÓ ˙ÒÙ„‰Â ÔÂ˜ÈÏÈÒ ¨˙ÂÈË˙ÈÒ ˙ÂÊ‚ ¨≤∞∞≤≠≤∞∞±
2001-2002, synthetic gauzes, silicone and computer print, 70x70

≤∑

≥∞ x ¥µ ¨ÌÈÙÈÊ ˙ÈÂÓ„ ·˘ÁÓ ˙ÒÙ„‰Â ˙ÂÎÈÒ ¨„· ¨ÌÈÈÏÚ ¨≤∞∞≤
2002, shoes, fabric, pins, and computer print resembling bristles, 45x30

≤∏

≥≤ x ±∑∞ ¨·˘ÁÓ ˙ÒÙ„‰Â ÔÂ˜ÈÏÈÒ ¨˙Â¯¯ÂÁÓ ˙ÂÈË˙ÈÒ ˙ÂÊ‚ ¨≤∞∞∞≠±πππ
1999-2000, perforated synthetic gauzes, silicone and computer print, 170x32

≤π

¨·˘ÁÓ ˙ÒÙ„‰ ¨ÔÂ˜ÈÏÈÒ ¨˙ÂÈË˙ÈÒ ˙ÂÊ‚ ¨¯ÈÈ ¨≤∞∞∞≠±πππ
≥¥ x ∏µ ¨ÌÈÙÂ˜˘ ÌÈˆÚ
1999-2000, paper, synthetic gauzes, silicone, computer print,
transparent drawing pins, 85x34

≥∞

·˘ÁÓ ˙ÒÙ„‰Â ÌÈ˘¯Â˘ ¨¯Óˆ ˙ÎÈÓ˘ ¨„· È·ÈÒ ¨ÔÂ˜ÈÏÈÒ ¨±πππ≠±ππ∏
µ≤ x ±∂∞ ¨ÌÈ˘¯Â˘Â ‰Ó„‡ ˙ÈÂÓ„
1998-1999, silicone, cloth fibers, woolen blanket, roots and
computer print resembling earth and roots, 160x52

≥±

≥≤

π≥ x ±¥∞ ¨·˘ÁÓ ˙ÒÙ„‰Â ÔÂ˜ÈÏÈÒ ¨˙Â¯¯ÂÁÓ ˙ÂÈË˙ÈÒ ˙ÂÊ‚ ¨≤∞∞≥≠≤∞∞≤
2002-2003, perforated synthetic gauzes, silicone and computer print, 140x93

≥≥

¨ıÚ È„ÂÙÈ˘ ¨˙ÈÎÂÎÊ ¨˙Â¯¯ÂÁÓ ˙ÂÈË˙ÈÒ ˙ÂÊ‚ ¨±πππ≠±ππ∏
µ∞ x ∑∞ ¨·˘ÁÓ ˙ÒÙ„‰Â ÔÂ˜ÈÏÈÒ
1998-1999, perforated synthetic gauzes, glass, wooden skewers,
silicone and computer print, 70x50

≥¥

≤∞ x ≤∞∞ ¨ÔÂ˜ÈÏÈÒÂ ˙Â¯¯ÂÁÓ ˙ÂÈË˙ÈÒ ˙ÂÊ‚ ¨≤∞∞≤
2002, perforated synthetic gauzes and silicone, 200x20

≥µ

≥π x ±∏∞ ¨„· ÏÚ ·˘ÁÓ ˙ÒÙ„‰ ¨≤∞∞≥
2003, computer print on canvas, 180x39

¥∞∞ x ≤¥∞ ¨˙Â¯¯ÂÁÓ ·˘ÁÓ ˙ÂÒÙ„‰ π ¨≤∞∞≥≠±ππ∏ ∫≥∑≠≥∂ ßÓÚ·
PP. 36-37: 1998-2003, 9 perforated computer prints, 240x400

≥∏

≥µ x ∂∞ ¨ÌÈÙÈÊ ˙ÈÂÓ„ ·˘ÁÓ ˙ÒÙ„‰Â ÔÂ˜ÈÏÈÒ ¨¯ÂÚ ÈÙ‚Ó ¨≤∞∞≤
2002, leather boots, silicone, and computer print resembling bristles, 60x35

‡¢Î ≥π x ±∏∞ ¨˙Â„ÈÁÈ ≤ ¨„· ÏÚ ·˘ÁÓ ˙ÒÙ„‰ ¨≤∞∞≥ ∫Ï‡Ó˘Ó
Left: 2003, computer print on canvas, 2 units, each: 180x39

≥π

¥∞
„Â‰ ÔÈÚ ¨ÏÂÒÈÙÏ ‰Ï‡ÈÈ·‰

ÈÙÒÎ Ô‰Î ˙È¯ÈÓ

Ô‚ ¨¢ÈÂÂ˘ÎÚ‰ ÈÏ‡¯˘È‰ ÏÂÒÈÙ· „ÂÓÚ‰¢
˙È‡ËÈÒ¯·ÈÂ‡‰ ‰È¯Ï‚‰ Ï˘ ÌÈÏÒÙ‰

Ï‡¯˘È ¨±π∂¥ ˙„ÈÏÈ

¯·ÈÈ¯˘ ‰È‚ ˘¢Ú ˙ÂÓ‡Ï
ÌÈ¯ÈÈˆ‰ ˙„Â‚‡ ¨¢˙È˙È· ‰·È·Ò¢

±ππ±

·È·‡ Ï˙ ¨ÌÈÏÒÙ‰Â
¨Ï‡¯˘ÈÓ ‰¯ÈÚˆ ˙ÂÓ‡ ≠ ¢Ë·È‰Â Ë·Ó¢

¨˙ÂÓ‡Ï ‰˘¯„Ó· ÌÈ„ÂÓÈÏ

±π∏¥≠±π∏∞

ÔÂ¯˘‰–˙Ó¯
±ππ≤

ÔÈÏ¯·Â ÔÂ· ¨‚ÈˆÙÈÈÏ
¨¢˙ÂÓÏÂÚ ÔÈ· ¯˘˜ÓÎ ÔÓ‡‰¢

„ÈÁÈ ˙ÂÎÂ¯Ú˙

‰ÙÈÁ ˙ËÈÒ¯·ÈÂ‡
Â˜È ÔÂ‡ÈÊÂÓ ¨¢ÌÈ¯Â¯Ù‚ ˙ÒÙÂ˜ ·¢ˆ¯¢

±ππ≥

‰ÙÈÁ ¨‰¯Â˜Ò·Â‡ ‰¯Ó˜ ‰È¯Ï‚

±π∏∂

·È·‡ Ï˙ ¨ÌÈ·Ï „È ˙È·

±π∏∑

·È·‡ Ï˙ ¨ÔË˜ „ÓÓ ‰È¯Ï‚

±π∏∏

¨È„ÈÒ ¨ÌÈÓ‡‰ ÔÂ‡ÈÊÂÓ ¨¢˜ÈËÈ¯˜¢

·È·‡ Ï˙ ¨ÌÈÓ‡‰ ˙Â‡„Ò ‰È¯Ï‚

±ππ±

‰ÈÏ¯ËÒÂ‡ ¨Ò¯Ù

·È·‡ Ï˙ ¨ÔÓÒÂ‡ ‰·ÂË ‰È¯Ï‚

±ππ¥

‰·È ˙ÂÓ‡Ï ‡„Ò‰ ª„Â‰ ÔÈÚ ¨‡„‡„
„Â„˘‡ ÔÂ‡ÈÊÂÓ ¨®¢ÒÂ˜ÂÙ Ë¯‡¢© ¢ÌÈÏ‚„¢

‰È¯Ï‚ ª‰ÈÓ¯‚ ¨Ô‚ÈÒÈ˜ „· ¨¢‚ÂÏ‡È„¢

±ππ¥

±ππµ

¨¢‰ÒÙÂ˜–‚ÂÏË˜¢ ·ˆÈÓ

‰ÈÂ ¨ÒÂÓÒÂ˜

·È·‡ Ï˙ ¨„ÏÈ˘ËÂ¯ ˙Â¯„˘

‰ÈÏˆ¯‰ ÔÂ‡ÈÊÂÓ ¨¢ÌÈÈÙÏ‡Ï ÌÈ˘ ˘ÓÁ¢

ıÂ·È˜ ¨˙Â‡Ë‚‰ ÈÓÁÂÏ ‰È¯Ï‚

ÌÈ¯ÈÈˆ‰ ˙„Â‚‡ ¨¢˙ÂÏÎÈ¯„‡ ˙ÂÓ‡¢

±ππ∂

·È·‡ Ï˙ ¨ÌÈÏÒÙ‰Â
˙ÈÓÂ‡ÏÈ·‰ ‰Ï‡ÈÈ¯Ë‰ ¨¢„È˙ÚÏ ¯˘‚¢

±πππ

¨¯˙‡ ÌÈÈÁ ˘¢Ú ˙ÂÓ‡Ï ÔÎ˘Ó

≤∞∞∞

„Â„˘‡ ÔÂ‡ÈÊÂÓ

ÔÈÏÂÙ ¨ÏÂÙÂ‡Â ‚¯·¯È ¨·Â˜¯˜ ¨ÒÙ„‰Ï
¨Ï‡¯˘È ¨¢ÌÂÏ˘ ˙Â¯·„Ó ÌÈ·‡¢

˙Â‡Ë‚‰ ÈÓÁÂÏ
·È·‡ Ï˙ ¨ÔÓÒÂ‡ ‰·ÂË ‰È¯Ï‚

≤∞∞≥

„Â¯Á ÔÈÚ
≤∞∞¥

‰ÈˆÂ ¨˜¯ÂÈ ÂÈ
Â¯ÂË¯‡ ÛÒÂ‡ ¨¢ÔÂ˘‡¯ Ë·ÓÓ ‰·‰‡¢
ÌÈÏ˘Â¯È ¨Ï‡¯˘È ÔÂ‡ÈÊÂÓ ¨ı¯ÂÂ˘
¨ÌÈÓ‡‰ ÔÂ‡ÈÊÂÓ ¨¢Markers¢

˙ÂÈ˙ˆÂ·˜ ˙ÂÎÂ¯Ú˙ ¯Á·Ó
≤∞∞±

‰ÈˆÂ Ï˘ ‰Ï‡ÈÈ·‰
¨ÌÈÓ‡‰ ÔÂ‡ÈÊÂÓ ¨¢Markers¢

¨ÌÈ¯ÈÚˆ ÌÈÓ‡Ï ‰Ï‡ÈÈ·‰
≤∞∞≤

‰ÈÓ¯‚ ¨ÏÒ‡˜

˙Â·¯˙ Ô¯˜ ˙Â‚ÏÓ ÈÎÂÊ

„Â„˘‡ ÔÂ‡ÈÊÂÓ ¨¢ÌÈ„®‚©· È¯ÂÙÈÒ¢

‰Ï‰ Ô˙È· ¨Ï‡¯˘È–‰˜È¯Ó‡

ÔÂ‡ÈÊÂÓ ¨¢Ú·Ë‰ Í¯„Î ‡Ï˘ Ú·Ë¢

≤∞∞≥

±π∏≤

‰˘„Á ˙ÂÓ‡Ï ‰ÙÈÁ ÔÂ‡ÈÊÂÓ
±π∏≥

˙ÂÓ‡Ï ·È·‡ Ï˙ ÔÂ‡ÈÊÂÓ ¨ÔÈÈË˘È·Â¯

¨‰ÏÂÎÒ‡ ‰È¯Ï‚ ª„Â‰ ÔÈÚ ¨‡„‡„ Â˜È

˘¢Ú ˙ÂÓ‡Ï ÔÎ˘Ó ¨¢ÔÂ˘‡¯‰ Â˜‰¢

·È·‡ Ï˙

„Â¯Á ÔÈÚ ¨¯˙‡ ÌÈÈÁ

¨¢ÈÏËÈ‚È„ ÏÂÓ È˙¯ÂÒÓ ÒÙ„‰¢

¨Ï‡¯˘È· ‰¯ÈÚˆ ˙ÂÓ‡ ¨¢ıÁÏ ¯ÈÒ¢

¨ÒÙ„‰Ï ˙ÈÓÂ‡ÏÈ·‰ ‰Ï‡ÈÈ¯Ë‰

ÌÈÏ˘Â¯È ÔÂ¯Ë‡È˙

ÔÈÏÂÙ ¨·Â˜¯˜

·È·‡ Ï˙ ¨˙È˙ÂÊÁ ˙ÂÓ‡Ï „ÓÓ ‰È¯Ï‚

¨ÌÈÓ‡‰ ÔÂ‡ÈÊÂÓ ¨¢Wandering Library¢

‰Úˆ‰‰ ≠ ±ππ∞ ‰ÈˆÂ Ï˘ ‰Ï‡ÈÈ·‰¢

‰ÈˆÂ ¨È„Â‰È‰ ÔÂ‡ÈÊÂÓ‰

˙ÂÓ‡Ï Ô‚ ˙Ó¯ ÔÂ‡ÈÊÂÓ ¨¢˙ÈÏ‡¯˘È‰

±π∏µ
±π∏∏

±π∏π

˙ÈÏ‡¯˘È
¨¯ÈÚˆ‰ ÔÓ‡‰ Ò¯Ù ÈÎÂÊ ˙ÎÂ¯Ú˙
‰ÈÏˆ¯‰ ÔÂ‡ÈÊÂÓ

±ππ∞
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Laundry has received a new context that leans on a pictorial
tradition. The hanging laundry has initiated a dialogue with
meanings that have accumulated in culture – “hanging meat”
and its associations in Jewish art (Soutine) and in international
art (Rembrandt or Francis Bacon). The laundry hangs like a digital
skin from which the marrow of life – the vertical texture that
preserved a remote derivative of the body – has been squeezed.
In one of the last digital works (see p. 35), Mirit Cohen Caspi
has returned to an elongated format of a “figure” or a Column
Casing. Emerging out of an amorphous texture, at both its ends,
feet and hands, with long, “spiritual” fingers have as-it-were
taken up position. A figure – like an icon that has arisen from
the depths of the past or, perhaps, a phantom of lost identity,
essence or truth – unravels like knitting that has been pulled by a
skein yet is still here, even if it hides the spirit of its face.
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had treated in the past with conventional means. We will recall
that she had shown drawings on synthetic gauzes hung one
behind the other and reflecting one another, layers upon layers
(The Artists’ Studios, 1991). The digital work gave works such as
these a new context and a new perspective. The work with the
computer opened up fascinating channels on questions that Mirit
Cohen Caspi had engaged with since the outset of her path and
oriented her to concentration on her inner world. At the same
time, experiences from life seeped into the art works – giving
birth, motherhood, and increasing awareness of the feminine
discourse, of its contexts in art and its avenues of action. Mirit
Cohen Caspi developed a new language that incorporates digital
printing into works of sculpture in soft materials, found objects
and natural materials. If in the ’80s she engaged in sculpture
with an affinity to industrial work, to carpentry, to mechanical
tools, such as a crane, ten years later what became relevant
were materials and techniques identified with “feminine work”
– weaving, knitting, hair, and assimilations of a long tradition
of manual work into contemporary technology. From here on
she turned to enigmatic, sensual, biomorphic sites, in which the
masculine and the feminine seeped into one another.
In the first works in this series of computer works (19961997) the artist incorporated digital printing in fragments, like
a texture of a man’s navel area, inserted as an enigmatic focal
point that simultaneously arouses both attraction and repulsion.
Furthermore, the digital printing of texts shifted the sculptural
work into a new and ambiguous context that is outside standard
language. The spelling of “dear balak” in English letters shifted
a curse or warning taken from the Arabic language to another
layer of social culture, a gesture of respect or affection (dear).
The digital work has been absorbed into the depths of recent
works such as Laundry (see p.p. 36-37), where the image, digital
printing on a perforated surface, and the placement in the space,
have become a single internal unit. A gray, “feminine” work,
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the three-dimensional – drawing on layered synthetic gauzes,
hung in layers, one behind the other, and sculpture that presents
interior planes that are partly concealed from the eye (boxes). A
large floor work, composed of, inter alia, a round painting and
a glass surface, created a state of simultaneous viewing of the
single object and of the unusual gallery space reflected in it. By
means of the exhibition’s structure, Mirit Cohen Caspi focused
central questions touching on spatial issues, such as the affinity
between details and the space, or the reflection of the “macro”
in the “micro”.
It may be said that this exhibition launched the development
of the catalogue-box works, which involved a new kind of
integration of the two-dimensional and the three-dimensional in
the artist’s work. The box (published and shown at an exhibition
at the Tova Osman Gallery and in an installation in Rothschild
boulevard in Tel Aviv, 1994) contained chapters from her life
as an artist, which had been compiled eclectically and put
together without any hierarchy – photographs, texts that had
been written about her works, information, sayings, and also
contexts that refer to magic and fate, such as cards or palmistry.
Moreover, the work on the catalogue-box was a first attempt
at using digital technology in an art work, a milestone in Mirit
Cohen Caspi’s thinking and in the overall course of her work.
If, at the outset of Mirit Cohen Caspi’s path, work with the
computer provided a cheap and accessible solution for printing
images and textures, in the mid-’90s it became a conductor of a
layered discussion on questions of structure and representation,
interior and exterior, “feminine” and “masculine”, nature and
culture. In an early painting, from 1985, Mirit Cohen Caspi
drew the web of skin lines on the palm of the hand (see p. 4).
Similarly to this, her first computer work (a catalogue-box), on
“cards”, was a many-layered structure that as-it-were reflected
an “archeology” of the body. The computer enabled Mirit
Cohen Caspi to engage with additional dimensions to those she
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did not give the works thematic titles, limiting herself to noting
the basic information – materials, year, size. In the works of this
series (1989-1991), which are among the most introverted and
intimate that Mirit Cohen Caspi has created, the monumental,
now reduced in size, became an item of furniture, a letterbox,
a secret drawer or, perhaps, a trap. One was able to peep into
the sculpture’s inner space through a narrow slit from a close
and personal point of view of discovery and concealment, a
closeness that did not solve the enigma of the affinity between
the interior and the exterior. As at a sorcerer’s touch, the simple
everyday materials – pine, plywood, planed but not painted,
and the little glass ball – turned into conductors of magic, a
minimalistic sculpture, and a space for intimate transformation.
The “figure” was relevant to the works of this series too. We
can detect this in the sculpture Column Casing (1990, see p. 13),
which is exceptional in its size among the “Box” works – 280
cm. Like Wooden Blocks from 1986, this sculpture too stood like
a vertical that has been stripped of every depictive element, but
the vertical structure and the scale led to the interpretation of
a column that is also a standing “figure”. The sculpture, simple
and functional, was made like a box of white pine wood that
serves as self-packaging for collapsible legs, which open to it
like a stronghold. Like the “Crane” works, this sculpture can be
spread out, adjusted and folded, but in this case it can also be
closed. Its limbs fit into the box, it contains and is contained and,
finally, is enclosed inside itself and kept in a horizontal position,
like a figure that has itself turned into a sarcophagus.
The later works from “The Boxes” series were shown in 1991
at the Artists’ Studios Gallery in Tel Aviv, in an exhibition that
constituted a kind of summation of a protracted phase of work,
and that gave Mirit Cohen Caspi an opportunity to grapple once
again with installing her work in an indoor space (see p. 14). The
work in the complex space of this gallery, with its two levels,
engaged with the relations between the two-dimensional and
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parts, with its limbs filling the space. A figure that is a Crane
(1988, see p. 7) was planned in a work that looks somewhat
engineered, with an affinity to the work of tradesmen such as
carpenters or mechanics. The sculpture was no longer composed
of a combination of found materials; it was made of modular
wooden units that were joined together by means of threaded
rods and rough nuts, and stabilized by means of aluminum
pipes. Crane was made for a specific space, the Meimad Katan
Gallery in Tel Aviv. The sculpture was built in such a way that it
was possible to alter it and adapt it to the various dimensions of
the gallery space. In the show at Meimad Katan, the sculpture’s
“neck” touched the gallery ceiling (height: 220 cm., length: 500
cm.), the large “hand” rested on the gallery floor, and its long
“fingers” were spread out like a fan, to serve as a secondary
base beside the base, the sculpture’s foot. From here on the
parts of the sculpture received a distinctive functionality, as a
combination that enables movement, power, lifting ability, and
flexibility to adapt itself to the required “task”. The size of the
sculpture was augmented by its placement in the small space, and
it seemed that if the sculpture were extended to its full height it
would burst beyond the framework of the room, like Alice who
grew big all at once, her huge head bursting through the ceiling
and the roof. The functional-industrial character of the wooden
sculptures from the late ’80s did not dim the fantastic and
perhaps archaic character of the works. The futuristic element,
of a kind of human machine, was permeated by a legendary
element, or perhaps an ancient memory of primeval creatures
that were dominant in the era before man, charged with humor,
anxiety – technological, but crossing boundaries of eras.
The works in large dimensions – of the work itself and of
the display space – later developed into small-scale sculpture.
For example: a box that is a kind of miniature architectural
organism, inside which glowed a “heart”, a small glass ball
gleaming in a green light (see p. 11). In this series too the artist
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appeared in a work composed of various units simultaneously
– fragments that look like “skin” or an imprint of a network
of lines that is used for personal identification (in fingerprints
or handprints), schematic drawing of figures taken from a
photograph, projection of “sensitive” spatial, linear drawing over
the surface of the painting. The structure was quite complex and
included geometrical units, schematic units, units of squares (see
reproduction on p. 4) in a mosaic of diverse art “languages”,
techniques that represent various genres, a combination that
includes cultural and historical contexts.
From painting and drawing, Cohen Caspi moved on, in
the mid-’80s, to sculpture, to work that was focused, direct
and distinctive, both in its inner image and in its character. The
first sculptural works conducted a dialogue with Minimalist
sculpture (like that of Donald Judd), but preserved a character
and dynamics of ludic activity that incorporates elements of
humor and absurdity. Mirit Cohen Caspi did not give thematic
titles to her sculptural works, and did not present them explicitly
as “figures”. The works’ titles remained laconic, concrete and
technical. The sculpture Wooden Blocks (1986, see p. 5) is
actually a tower the height of a relatively tall person (180 cm.),
made of wooden blocks of different sizes that look as though
they were collected from previous uses, not made originally for
the purpose of the sculpture. The human figure is indicated in
the whole and in the details, in the relatively broadened base
(like the sole of a foot) or a narrow central link (like a “neck”).
This kind of direct and basic sculpture distinctively evokes the
connection between structure (questions of load, equilibrium,
material, placing) and representation of a human figure standing
erect on a horizontal plane, a floor that is a landscape.
In 1988, Mirit Cohen Caspi’s sculptures grew to gigantic
sizes. They no longer stood up to their full height, but were
bowed, folded and spread out in relation to the display space,
to the height and area of the gallery, like a crane composed of
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Layers of Identity
On the Oeuvre of Mirit Cohen Caspi
Galia Bar Or

Mirit Cohen Caspi, for 20 years now, has created works in so
many diverse media that one might imagine that the different
chapters of her oeuvre had been created by a number of artists,
not just one. But a deeper contemplation of the entire oeuvre
reveals the consistent backbone underlying the various fields
that engage her, in drawing, painting, sculpture, incorporation
of text, found material, and digital work. In all her works we find
the human figure, explicit or concealed, and transformations
of the figure by means of disassembling, assembling and
hybridizing into organic, technological, and design components.
In her engagement with the human figure, beginning with her
painting and her sculpture in the early ’80s, there reverberates
the fundamental question upon which her total oeuvre is based.
Its essential interest is in the character of the affinity existing
between structure and representation, between inner and
outer essence, between physical sensation and image. These

are conceptual questions, and they have a reflexive aspect
(discussing artistic practice itself) – wondering about the affinity
between structure and representation is connected with the
meaning of the relations between a source and its derivative in
art, the elusive space between “art” and “nature” or “man”.
The conceptual context is of the essence for an understanding
of Mirit Cohen Caspi’s works, and it is also central in the works
that have the assiduous character of manual work.
Already in her first works, in the mid-’80s, the human figure
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