NIITX 'Y / w7 AN ang

[TV2U N7 NNXINN 72112 N'IXIY NIINXT 1172



NN NImMN7
[IlV2U NMj7 NNXINN 1212

INTITN 'Y/ wnw'T N 2Ny
2017 12N121N

QPUNINXIDY 70M NININ

1979 27 1INy

A72ITINCY 01T

[910 17TN :23-22 MY NIN'PT O17'Y
NTI710 70 NI N2y

T2 17091 :N'T2IKT DN
U119'7 :NU9 TN

[IU2U NNXINN T2102 NN NIRRT NMT737 NNy Nma1 90
UII90N1 NI2NN TIWN , N0TI9 NN 9aK0 UG N2INUNN
N2 X 2NN ,019N'0102 NN NN

L]
TN
maanan
vnoom

X

oo e { .
ANXIN DM I’ o
y A &7
D"V2 Y20 P et



INTITX 'Y / wnwy a0 ang

IU2U N7 NNXANN 12102 NIRRT NINANT 172



AR D'P'0UN ,NTIINN0NT X 2 IX,NITONT X 2 0'onh
DNID'TI D'WITA ,0WM [NI2TIN XD 02717 .710%2 'RTITR
NN PN ,NTIAY1 .0MITmMI 0NN NMTIn 0'IRen
D'IVWIN,07722 0D1IWI DDINI D'WA7 1YY 7Y NN T 1wy
Unio INYg I 071y ,nn7v nimT 01007 [1'0n2 - 1IN0 Ty
ST MY,V [T - DIUN Y X UNIDn Y
DN 20790 127 7700 2 M X XY 192 NI NimT 70
N7'9021 M1 - 27'N'A Y INDN A 71T AXIREn U ann
19010 ,0'779N01 "WYY NINDYJ J¢ NXI2F N01IDN N2 ,'"n
0712 ['2112'N2 OWILNITNR 112X N7'90 TIWONNN 70170

YT YN g

|NI2,"I1IVIR’I YW aYMn 121 "W a'a’ ,0NX 0NIXa
NIVXNIND ,NXIAPT TN 2,217 22 2 - D'ON' NIDUN 'NNIITX
-NI7N M2 DYIN [NI2 XIN 217 .0"WIEXK DNYT 7Y Ninwn

LTIVENRDYY S NIN-NTY 1207 ,00IX 1010, 0T

N I AIX MTILIRTITR 'Y quIn,NIWNIT L ART 1INVN2
1712V 01NN TWN,D01UTN U7 TR DY 0V - 10Ty 'D'Y900
NII'YIN 92 NN N9 T2 FTIR XD DYV, NIMIYNRY NIXTO
219001 NIN 72 7Y NIXTIDNTN AR AMIVAND NN AR,
wnn NIN X, NYT NIY{72 N'ON' 0'wYl 07170 0rxn ox”
DN L,XNAN M 0N 7287 172 wnn i ngg 11 nyT Ny
.0nx NIwY'7 NI 7 0nn

NIV "IN ,210NM X7 X .01 02T NIRYAND A 70 0T
M3 .2"NN X7 07,07 7Y 70001 X71 Yund 17'9X IX 7101
”.0'9' 12N 0N2ATN 0NI7 DY NIX'TU 190

DYIN T NINPT-PIN 'TN'NIWUA AKX INTITR [NI2 INK XA
N1'X ,”’0'D217P” ,INTI2Y .N1TT2M I NIvNUn Nt ind
NIV IF0 TR ,'NDIND 'RTNN DR NTN QX1
, TN 01NN 10T ."NID1FAN"Y , MmN N12VN DY Yav)
,'N19D1 VAU 11N2.1TYN INK NIDNTNAINIMIDIIEA JOIVN
IN7'TI UINDN [DIND 2X' |17 TN 0'9117 1TV 7m ,NiNon
N1'90Y7 NNIT2,102'207 Y1912 17,1120 'WIIN 2071 102
777702 2 'JU1MIK w1272 wIaT 'R Tmn L Ixnn 79nn m
JN'INIITIIN NI2INT 171 '2IR,N2'I0 DTN DY TN NI 1T
M2 NIN .NX12 'NYT2 7122 YXIN 0'92770 1TYY RN |2
DN DXN X NIR170 01720 00 12 X11,07uN171 00X NIXIN
Y TN WP IXT 0YF7 OND 21020200 1Rt XN o'y
272NNN7 1701' X7 071Y7W 077N QW2 12T NAY IN 20 TTXN

['2 DYDNI,NK N'Y 01701 ,"0NIDIXN ANAY 1212107 ,11'X2
712V N'UY OV ,MN10INT, 02101 ,0InN0 770 102 :01'7 07X
TNIY,N1ININ NITIONN NJIT IX NNIN 01121 790 - 11YAXI
.9IW 1'921,]12Y WIA7 DX

MY X'N.011217 1T N2 U, ARIYNA NFOIVY DT T
J2NM 917 1101 ,270720 AN 1270 7Y ntwun NXIYNna
VY7 21a1 11721 uynivy m nin”

NJ20 NTRYT 7 Nyl

17210 "IN, 1201 1Y 12190 YRiWYII

AANY N3

'DM19XN A NIYNI N1 T17 N3N 13

Y910 NN DNMNN 'Y IN WA XD ATONN N10N2 12190
1270 N NPT AN NRNM A21TT DTRD DX OX202
NUYUNN PR A LIRIITR TN TN NiMT 290720 pana
111937 MIMK ['2 0'DI2N 0'IIDNA DNDNAN 1MID'T . NMTONN
INTITR KX 1990 NI'YUNN MID'0A . NINITIMA T NIDNINI

21N NN, a0

Mg NIRY INIY 19 Yo IX (1030 719 XN X 70
J1707211K 02 ANT OV TRYLN'0I9

2NMY 'NITN OPTIN ') TZ9NN "0 TUXY AWw” 1IXQ
JPTIVON 127110 ,0' 12 0'N213 ORTITR XAY ['miTnan
DTN :1I'YN TININ YN JWN1 U200 .017N2 N2211WNA0 NINNYAN
N1'0,0MY7N 71N2 0'NNIXD OYX1D 0'NNYLI01T NN WOnnY
1NN NIYUIXNAN NIMUNING NNIXEDNINY D'WR Y'Y DY
VI9InN 'UDITN 122 /Y121 YU NI'goruninion ninmnn
DN'2'21 0127 D' TINY PTTY AW NTYIX D727 07 YW Diwn
NI2ITN 2NN, 077X NP Y7IX, 19 NN NIKIYWIY NN
1Y 119 7V 0MITON 0'271 0'U19 TIVA ['NANY [N .0 T IX
NIXUINN,NIMITITN NIXTIDNIFTA 2NNI7IVN 1'UD TN 'Nuwn
NTOY AW NTIY 023,07 720”13 .07 nunn
2NM21 NNYY XD NTIVDA NFOIVA KIITR T 1TIYTN MY
[ANN 1D 7V 01X, "DMTUY W2 0INAN DT .0
0'Y9NN NX,NNTIDAN NIAWNNAN NX - FTIY0N ¢ 200 NX
71N21,Y{7712 NI2N2ANNY 12V0-NNY NX,N9XIN Y 011N
NIXNY XD 7Y ,NNKD N0 AT LATN TMun 2anmn
NYY - UTNN DYUD 72 1YY NX X127 TUX INX TUX 1917 DX

NN M NYWI 0YTUX

,1'X2 02 NAXIM PTIY02 RN W NANTEN ey
ny19 ,"Tm NN 790 NIYY 790,790 11N2 o1 yuin”
0'912N NX T'TNYT, 2N ,7'TNNYT NTM WK (AR NMT) nmT
-ITNI DNITN,'2'T9N NN NUWN .11 02 0YUNANNRD
N21,'Y910 2NN U NIwNINN N1'T7,0010 7707 7910, TN
027N D'NNY 0'YINYTN DY) N2 VAU, NNIIT nvinn
N271910 INTI2Y QX190 D121 (T'UXNI 7Y PNImay NN
N1IXN X 2INTY 1N1022,1912 NNIN2 11279 aRN-"7u19"0 7w

APXD NUWN i1 N''onn

7102 NI NI, NN Yaun” RTITR WY TY 1Y 12102
N1TM , TMN-WXL NIYIA N2 ,NITAN .ITIgod AN 790
-N1NI2 N7 MM .N1Na0N 7Y 0NN 1KY 11 Nnnun
NT12 NTNIN ,N127 NN'72 NUIY ,NINN-NWIR NMT nawre
0'X9N 01T ,1TNN 'AN12 WK NI NNNNNILITAYIN TIDWY
N2 0710 ,7U72K N'7Y1 DN9T NNV :NIMYAYN (1122 0DIVY
,NU'7¥ NTNY1,07100 7UNn .XI1N0'7 02NN 1107170 171
YUN '12'2 qUn U712 17NN N'TN2 1230 7121700 9'Fwn-1x1
NINWN 1MNMN [WYUNL.WKRD 7Y NI TI2NR 7W M7 ,01TX
12112 1'Unni 1TNN N17122 X Y1190 1919X-7IN] OW2 1U7
110N ,N'X79 NIVI2 WX NYTN 7V 0700 [ITNN 1T .TY W2
NINT 02 N2AT 12 X N1270 NMTR .Y UK - TIIN IRY
0'{7'1T1 01117 .N1N2 X MIN XYL FTYN / [NIYD / [ARD
N1ININTNRITY NAXIVA NTIAUN DX D' NEIRIT 7U XIN

NN 72un NN DMl

0'2'2710 077NN 71701 NX 12102 0721 ,"n7X0 7aun” N1y
,UD1 712N TN 1'02 NN IRTITRCIRTITR W TY MY X
JUMND NITINN 0010, NI2N 21X, D'WATA L NIMNAY Niun
'707201IK1 DM NITXYIL,DMURID-TINI DUYIN 0121700
0NN 2'2711 DNINX 7191 XIN NPT NN NTF 712120 T2
NNIXNAN L NITIDNID NITIVAE NNV DTN NITITA NRmN

JJX K77 9und NINm Nty NiMivaxa
JINIXNAN TU NP7 NN 21XNT 0'T10A DN IRTITR T 1M1
072010,171%N M1V AX T IWON.ANIK D271 T7 XIN
TINIU NXIN 'RTITRL[INUNRINN NN 7Y 017000 0122, 1N1TIaYa
' NIXTN2 .0MINITI D'UXNAND 1ID'T 1907 VTN YaX Tv
JYINITA 21X - N7 ,12M71 U SR INK WIDINYT RIY NI
7 NN 11D 17w 01T NDY .NYT1I201T IX 1700 NINYYDND
JU7702NN IR XTI WD IR 01D AN 02N 11X, 0ITn



Creation Cycle, 2010
oil on canvas, 190x210

2010 ,77'¥'N 72un
190x210 , 72 7Y Y

[IN'TIA2 T'N' NDNVUA [12,071V21 YIN NIDINYN 21X IRTITR 'Y
.T172'7721 NR7'Y2A N2 172,700 11,1710 ,21AK TN
JINTX2TW NN TIT'Y 72V 019 :01'2'2,0121 0'T192 12T NI
0 IN'TIM - 'NYIM’ U119 110X IXT OTIN NION OV TV 019
NINXNA1 IAITIAY .N12700 TIYN 0YYUN X TITY 019,218

.071V21 yYIN2 0'"'U191 011X O'DTIND

1V IN10Y 70m

NNPNPN -2 1N - XN ["0m ' 1
2011 ,013AKT 212X TN [INTIN TR 2R RTITR W JU-1901 9N |10 2



JNIN 7190, 1NN 70UNN 1R1(NIMNN ¥ NNIgon) nun
Jannivpg N7 NIN 72X 1NN NI NI 'I\"J|7'7 num N
1N AT TR AN 21N 1D 77 X212 071,08 7102 07I0TX D

XN NNRY N IR NIWYYT 7120 AR TR NN Ingm D "I

-71212 12 NIN 71722 XY NIRERINNA TAR2 NN 79N
71IN0NN DY WTAN NXMI O XN NIK 02010 TWRD 02 :7Y

[T'W2 1NN NIFYT 712! 0T 'R,N11N2 X7 NYUDIN NNANAIT, |2 e
,NTN 121N [T'w2,nY'12 900 - touch-n yw [T'wa ,"7uaTn
T2V UTY MIND L,NMTNN LUTAN NN LNTR XD PTUI
AKX 'NINY NNN2 .0M0'02 TRA 0127 11D 1IN 0NY md nt
D'YUNY NIMNT 7120 20 TY XAY DY 710107 IR XY
Y TXN .YV 192 NNIYNU ART 221X 0T NINANRD 7IYN TINK
7277, '20'7 0'712'Y 0'WIN NINDININD W' 7w 0'NTa

QX NIYYTIY Jy

1N21NYN AR NIXKY L[N [IXT NIAK 1252 [I'X12 299
1D 2NN .YAX 11N 'NCRY TNIan LYY AR TN IRTINA
NX{7 GN'ANYT 7210 ORN 27.U2X0 NIN 12102 017 XY 770
N7v W77 ,U2XN NT'9NYT 7Y 0NN NMIaxXN 7Y xwng
JNNIYAX N'WY TN 1Y U790 2nmIgnn ng'unoRy
N1 X 72K, NYIXIWN NN T NIND NXF 0T 01D "IIX

21N T AN T NINNNY N9ITNAY

D'NNNYT 71X N1 YIAX OW X 719X 100 0T YaX 17av] e
72N NT.111Y2X,N'I7'010 NN TR NIXDLINK YAXYT NN
NN TW NTIV9 T N 0XDY N0 0TI TY 1Y
1730 NT YAXW 2WIN "IN .UIXND T 1277 1IN L,VU2X 2NN TRNA
N727N0 DANRILININXY DNIYRIN 0NN OXY NXD Y

D'2AN2 M2 NT.02121 MATL INY' DN2TAY T, TR
Y TXN LIUIND NN 0'7'WDN1 701-102 0N, NN X v
NIy My onIv qin 73 - X'y Nuwa N oonx on
[IA'NN I 11'X2 02 )2 TN .NI2IY NIRYIN XIXINY T2 0100
NYUTIND 7¢,9120 ¢, 0NN I 11127 TUIl 'U0'IR DIwM2

1210wl

DVI,0'UNN MIN OV 0Y 21 217XT 1% 7000 NAK 79m
Un"'NNg 7310 OX JNIMND TY QNIY0Nn (1 0'901 0NN
NTIN 221787 700 DAX DN 17'X DY :)NTI2V2 0T U2nYT
AIRIT I NI2'WNN L 21MTIV02 7IXN 121V T 'N1I90110

277w NITI2Vn N2 at

12" X7 1IN 1D, NITIAV2 NINXN NITIINT PN Y7 W Tn
NMIYTNNY 2WIN X .12 770 X ,1907,N"1I00nnn ninag
- X7 02 721 19w ninTo 770 00 L19w 0MInn L,0TX Y
,0N2 TN XIN - NINTAN 790 0N 19 "D0 NN 0inn”
72X 0ONMI NI XN XN .0N2 T D2 XINEDAN NPT NI
T2V NNAN N - XD MU LTUN INwn NIWY'T XN 02 XN

27X NT2IV NNIYTN NIELNNIY0N DY

712" IN 077N NXIL(DY0'N,0100K0) 0710 NN 2NIK X
17¢ UP7Mn DY 0T X 72737 ,027unn iNY I8 02 1007
TNX - NMYIY 11D ATIERI207 X010 W70 0T IR RIXINTI
["IUN . NINWA 1D T .U 102 U101W W 102 U101
N9177N2 MPW 12T NIKYYT - NIYTINANNINA NTAXR NIYYYT NXIN
,222101 [TV TR N'Y AT.ANTD NDIZNYT NTAX 12071 NnN'on
NN, NI 1720 DTN IXN INYNA RN DNKY 012X YD
NIYY7 X .NNF7 710" AKX TAK 7001 X7 72X .INIK NP7 nXN
N717 "X TN .NY9WNYT Ngnun |2 77200 01,N1oN2 AT NN

D'UINMAI NN NINTA MWL TIN 710'Y 19¥X 0V :Y9m
NIYNINN XD 'TIV0N TV NX{7 2'NIn7 7010 .1NmT 2'20
277w 01X 'TOM

2INXN |2M2,1"¥N W 0N NFOYNN IMIYon 7w 170N e
LAITIO02 AN TV DRAYIN DIRY 0N TY NI nTmn 7Y
10120 .YV 7Y '9YINM NN0N 'un TN Y "nnn” Ty
NN '7WM AXLNIETY7Y ANREYYD DTN N 1MXYT Jwng XY
|NI21 XN W M7V 0T ARTI '9YIRM 110N 7Y n1ann
ANXD W "R AR NN "RINnn” NN

7V 1271 NXI12,'U'IN YU 02T 0N 99 TN N9 U101 'Y VTN NN
0"1'X2 NIN'YNAN NT'ON 7V 12T N2 - DTN nno ’|_n|N _]'I:”Y] VJaN - Ian

vaxajuna'n
NN'Y / 127V 'N1DW '70M - 'KIITR 'Y

TNNN 012 ,N11TNRD DIWN WY 19Y N TI2UN 9122 :92'
DX WA N7 - 17I0RNN1ENI9'0N TN TXT 1D1RIUIND
,0171T2 D' TN 'DNIUTIN TP, 1NXA A 212007 1D
NI7201n,NN2 7Y 07NY 7¢ NIYIUNKN NIRXTA |'917'NT IN

?7NITI2V2 19X 0'Y2YT ONNNYT 7210 .amin n21na

1197 .0WUnN X2 X D INURNN YDYIM 127 7w XD oY
TMY7 N277 OX NIUaNn 7 nnta NN TM'77 'NInnny
1NN 12T W 19102 7aR.N10AR2 TNIN2NNAN X [INURN
21N N7 10221 NP'710RNN NIYNIANNTEZNWNN
wNn 01912 0'UNIID 0N 07170 0'UN1IDN
[IXI0,71'X0 7102 VNnUT (1IN0 - NUXN2 17D
JINTD N'INN N2 oW NrYg IX0n, 1002 nrn's

JUTINIINAT FARNNTY MNNIYARNATY IR T 70, I 1T gaors (03 3 AT .0 XY 1Nt 91909
INNT NIDNKIYA, NIMITN,NMIMTARX0 NAYT - N7 TN 0'0101 02T i 1Y 0'D121 TR 7R Y AMT DAY

Jmnao nixexn | N1IEDNIN 9 N UN
ANINN ANNY OnY 12M2NID1I-IUIN [0 0NN IN2Y NIXTN

JINIXN 7Y TAUTAN X 1N IRY XD W
D'NX71{7 1INIX MIT7D 'UOYINT TN X AT 0101 2112 T
JNAAWY DIT'X 1D, NINXNAN AR DPFNNY IR 'YOYINRN 1YY
1NN NINIYD D2 WE:ONRIT 1INIRY N X NIRYA 73 X7 72X
NINIXN MY .0MN0 NIMTIV TY NINXA W1 TY NIRIXA W
O'X17 1NIX NIRNYN ITRT IR IMT 7w NINY  nmin v
wnINTg 17 [nnw X X’y 712 7un'7 nnx 'R 2o0ntnng
?'00'IN 02 NT OXN 202K NINT N

,MWYYT N7{7 02,N77 NOW X'N NDWA - NN N9WN 1227
N',7907 XIX T2 X T INDIND (22 NMTPR KT XN
- 110U W{7N2,NT2 WK 7707 N2 R'0LNT DR 1IRWYT N
IR, T 7'AWA - N1221I200 )01 DIWAYT7 02770 AREYTE X

N7 'INY 0127 D2 01192 TN X 22NN
0127 D2,NXI1N "ANY 1N 7Y N1IAWNN 02,0710 AW 0127 02
- 7TN TN N9 U121 '9Y YTINN NN .AMYY 1T 1IN 0'WNInY
0'0121 01127 ,'NIK 7 170 ,'/AIN 7'M 01D ,NIK Y71 uax
-1MINNELAXIND NXYT 0N [N DAINK 'Y 1IR,UN N7 TR
N2 TIY 'MTNYT 7Y TR NN, NI MIY XN "Nnnn” XN
NN7,n'win N7 0'WIR TV M7 ,07170 12017 0'YIR
X 7 0TIAN WNT X0 790 N7 NnNwoN ong

0'WIN 1270 ]2-72 NRWN XY NHNIWIYN NIMRD IW 'van
17w 272) NI2292 NYARY N7 112 A9 0TY DX ARCINKA
W ITY JAN, NIRD NITIIN ™I X9w w271 02,(70 0Tip
TR I AN 2NN IR DT 2 INGNXINITIN 1Y



AINYIAPXNY )X L TIW0 197w XY
mY D2 DI7n 1'XWNY ,7'uon Dipna
w19NNYT7 712" NT.ATIAVN AR AKNY
AN .|NYD 101N IX 112 X7 XD
TRUNTININTI NYUTT UIwo .01 KT AT

NX 0'IY19Y 0'XVUN 1M 0N 0NN
- 07I1V7 21U XINY ,|XNNN 0T MINN
niwnIIn 7722,0r'7 Y X tvad
17¥ n71v90 19w w19'nn 9722 19w

, M7 0'2'971 1227 NI 71
,1IXV 7m 7w 1'7nNn2 02 XIX
¥ NMIYon NirnY 1910 nnx o

AT DY XY
NNLYUTN INWN XN XY YAl

.OVI9 127N NX DINN NI XN MmN IR oY YIYUN IX,|IT'RN DX T1IN AT.0710

['"UN - 1TI9NID NX{7 '7IX,D1'T0T1 7'M
INVUTT 1IN L ARI A VymyT mix
v 1NN IX IN1I2'WN 1001,117W 11202 0ARD JY 07790

210K NYUNN

,IXNNN AT MIND DX D'U719W 0'XUN 12 0N DR Y
7Y Niwnn 79722,01%7 11X AR 11'Ua 0 - 07197 210 XN
N'N.210 X207 MIMK IR 12X 19 071990 17w wI9'Nn 7722
NIXNT1 NINTIN XTI DMK ,NU2T MR XD, NMYT ms
XTI NAYON 1T 'Y ,NIX AT IXY INYM Ty 12wnn'7 nix
NN YUIINT NIWYT 710" MRY N AT TR CARTA N1IXD NN
210 NT 72X NNI21 X7 NNT .N917NT OXNN2 21071 N9I7NN

.NIW 772 Y

ART IN PROCESS N2 U'9IMN 20T TIKTI M7 DY Ik 100 1
8V ,2011 NIIINT 21N TN [INTIN TNIY!2ANTIKTITN W :TU-19N1Y TN (1023 2
19.03.2014 ,"YIND" IN'Y,"DINNT AN 2 'NIITR 'Y NN DR 3

LYY MmN N ,nYJk'J'?I Yaun NNX X1 120Y [IT'RN DR

U120 NANILIXN WY1 120W Inun

UunI It 13,N7NNN2 NN XT TRA NYINN ART.YTN INWN 17
N7 NW{ 0T 7722W 2WIN AN U717 TARA X .N1INNg
7V 1U7V7 11X AT 70 NNRY 7722 NINX L9000 7722 KT, AR
NYIV NNRY INUN

271X NNNX RLITIV02 9 NTI2UN 117007 1ITNI XI2 :79m

JN20NN NN N2 02 N 0V .0 TN NN N 1IN T 0TI Y
,912 11127 12 0TV 19 11002 ,T20 T ANnN2 Inun Yt
N2 0XY2 710NN XN .2TW-27W 1277 wWnn iy, Nmxy
NXIYNN, T2V 7Y IMTN 7Y N71VDN N'7'NNN oW - T2n T
DMI'Y 1D 7Y T2V XYY 127N N7 012107 n'7'nnn 7w
0'W'7 X7,07T1{7 'NMINY 1 XN DX "TIAY"7 X7 1712,7'27n2
1797 1017 NNK - YX-IXU2 1D NT.01120I80 DX 7197 ,0W 700
NIV "IN 00 AT AT ININD D171 722 0716779 n0IaRn DX
TR N2AWNN NNT 22X .0NPX 12 Y1 UIYD 1IN 11X INY
NINND NIXFI9NX VIY U RNAITT 17W [19X792 0212 ,N1IWIY
MIYIY M7 INWN AT.ATN NN [7122 D11V 11NN, N1NAT-12
N7 ,NTI2YN 7'I0N02 ,'NYUTT M7'UN 120NN IR FaNAN TaX
722 12,0'0T ATETITA 72X DTN NN 1012 AR N NYTY
NT.210 101127 YT ARY 20 AR TR, N1 12200 DAY
Uun 0'Yiy 0n - 0'7172 0'IKT7,0M00'M 7 0K 191INY N
N7 7172 120 72NN NI 0T 'Y 00T NYT7.0W 700 J2X
11X X7 17'900 NN LN TNT1 1YY 0 DX NInTg
w27 X7 .0 12T NIimInNnYg 1910 0T NINX "Nt Y utnY
D'21MUINY NN DYY NXT [MTY 17 Y T N 1aTn NN

02 ,]121 N12N2 X7 NTY 0720 TX PNIVT 0T NN DM9INY)
NIN ["2U0 - [121 12'X 12011709 "7 nwun X7 9 wpnn
NWIY NN IR 1102 199 XD XK T2 AR Ua12 .00
' X7 71'XN - N2IWN2 TN 'N7NNNY Va1l .120nil 709
7'090 NINW 1T Y212.0'NITX NI 7'090 XIN .0 00IIN
LNIWN INIX NIWYYT TA7NN0 - XN 7'NNn ,0nIIx nen'g
17'NNN 027N, N9YW NN N9WN LYY T'O70T X7 'N7nnn
DTX |2 "IN 'NT DTN |2 X7 "INCIRX'Y DX XY 10D NIRXYT
NYUOWANY 12 .00 NWYN XN NIRD 7w awunnl.ann
710'WNI,N2IWNA NTNNENTN W - 'JW Dignnn ¢ Nhaninn
7MY XL I7W N'YYUNN NI9'0aL19Y NNNALPIN 1212 'Y
NNIX,NIN NT'UON XN LNIX DTN XD LR D27 XNETRN
,0MI'XN IN7 17 0121 07,02 '9W 170 102 YRR X
J7W NN Y T NTY 2WIN R ,NTYY N2WNNn inYg

2N NNX.WAIY NI AT, AR NI 7T MmN 21N NN ,0XV2
NN .7WUNYT7 120NN MNNT - 7100 12T X KT, MRNYT
.17 NTN 12TNW T ,210 NIN NYIY DNRY Y [MIXNT 2N
NN NAMKRD DX 7117 7' X7 DNX

DItn”, 3(2014) "yIRn"1 12022 7'7V 2N 0212 0K 79M
11NN N71V9I 1N NORTNA AR RN IRTITR 7R ,117'N DX
N2'WININD NN 1TY Nmn Ty
DV 797901 XIn OV ,I'TIV02 X'
WUIUNI 12 797791 ,11%N 71N TR XY
on"nNnT 7210 oXA 199 NIMoan

, 707 1 NX7 0T 0ON-TM7N0 XA
N1, TmMYgn rxa Tmyn A 7ax
XD - NYYYUN 1D T IXLIMTIY0A N9 XN LY waTan
X NNK XY 7Y 071N N U797 71909 X7 7D .nNonn
21N NN - NN 72007 10X 17D ,)ATR 70 XY DX OaeT
N7 - XV NX 02,0710 712 QAKX 122X X7 Mt 70

NN ,IN N2 7TW XD NN T2 NNRY
TN 'NINNNY V212 .n120n1 709 nYIyY

ZANTMNRT 399 Anp 0N AN KT YD - N21WN3
DIN-TMIN aNY TanT e, e J'NNNLOMITNR NIMT 7'090 KDY TN
NN NIX N7 'Mynnn - 1rxn

112901 IXT¥27 'NT121 TXI.NTNI 0MIIYIAX 0NIX 10, IRTXAT
N'NIY NN .0Y 'Y ) 1IN IR DRI Ny
NIMN2 ,"INwn” .0MINYi 0MIN211M 17'va 0t IX7¥22
JNVUTI.NT T NN (1w 27V TY X Y o) NYIXRIUN
N'W NN'ION NN 01D W'Y QYWIN X LX) 0OY7 DNO X7 0T
AUNWA - T2D KIN WX UNY 01N INWN 2V - NN1gon
NN.ND OUF N0 NI AR ,'IY T2 NIND Y7IN,ND DY AT
AN INWN X1NT 710 IR wan

712" X'7 1IN 12,07 NN 112W'YT 11X XY M0 "IRTXL” NN
W7 NT.1R KT NT,ART NITIZN NMIYAXN 0Y,nT 0y NinY
N7 '2N7 WONR.WNWT IWF NT,1N02'1202 NI TaW 12T TIN
2AYIN N TN.WNY 172 0170 0T 12,1717 010 XD IR IY
UNY'7 oni npEms gpg nt myn 70w

¢ Nivaxn 7y - 'y 207 X ntaw 2w aanyam
27Ty

730 DI'N 72X ,NT NN 70V7 NYINRIWI NUYINT T NPT aw
T AT 12D INY AYINA AT NT7NNNAY 2win 1IN .1T02
NN 1IN 21V ATAY 722197 TN 1NN DT X121 NIV
NNITY DI7nn NXREITY 7wnn N7 w1,09N01 120 12Tne
DINT, XY NN NI MTRLITY NNt

.0NN 07NN NxXN

NXT.NTR MY IN TN NI YIM
AN 1712V W TV NIK TINYY
NIN'IM Jv1,0T7 nimNan 2, nT
UunIm NN RN NTIVDI 1NN
INYT'R W' OND 20710 Y 2
NI AT N 70011 U011
17 NwuN X7 DY T ANITNN NIARD DY NNHONA Nty g

217N 11D'TN 72 71N2 XXN1 AR ND'X."NImAN 701 709

4T W NIND 1901 07T TY WK XIN TN 70 0TI s






Day worker, 2014 " L T y 2014,01' V19
oil on canvas, 212x244 - e I 212x244 727U Y




15

Six steps, 2013, private collection
diptych, oil on canvas, 180x360
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The music from birds, 2009
oil on canvas, 190x207
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Bus # 175, 2015, private collection
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So my spiritual influence comes from where | am—from
religion and taking up the religion, from my dealings with
Rebbe Nachman and his teachings, the stories of his feats.
It's very deep and it leads me on. It accompanies me; it
activates me. I've adopted it as my guide in the studio. It
enters the paintings for me, it enters the thinking behind

what | do. | think it's exactly my essence.

Really, you've got to have faith to be an artist. It's the same
root. You have to believe, it doesn’t matter, you don'’t need
something far away—to believe that the painting will be
finished, for example. You have to believe that you're doing
something good for it to happen. You

can’t uncouple faith from painting.

including yourself—not only historically relative to the
existing narratives but also in your process with yourself,

because you become a history of yourself over time.

The moment | produce something new, | destroy. It destroys
a balance or disrupts a balance that has already come
about. You disrupt something that's already been made
inside you; you introduce something new into it. It's a very
unpleasant feeling at first, because it’s almost dizzying.
You lose your footing. | think that’s why it's hard to be an
artist—not because of the money but because you always

have to subvert something that you've done.

Michal: Let's go back to your working
processes in the studio. How do

Michal: Eitan Buganim wrote the  Apists are like trees that emit this substance, ~ You paint?

following about you in Ha'aretz  gxygen, that’s good for the world. That's  ghai: First of all, | get the canvases
(2014),%"The mediumis secularbut  what | think an artist should be, because  ready, | used to assemble the frames,
Azoulay sees the craft of painting  of his sensitivity, his searching. What 5, There's something about stretching

as a spiritual act. His Torah study  the artist does must or should deliver

is in painting and the yeshivais in  something good.
the studio, where he splits hairs with
himself as he faces the painting,
pours his doubts into it, and challenges its foundations.”

How to you relate to that?

Shai: Yes, you can say that I'm a talmid hakham [rabbinical
scholar] in painting. Talmid hakham is a little conceited to
say, but I'm a talmid in painting. My learning, my place
of learning, is here in the studio. There’s no learning like
doing: a painting evolves. If you don’t want to become a
simulacrum, you have to break yourself all the time. It's
like the painting “Creation Cycle”: you have to produce a

situation in which you're always building and destroying,

out the canvas, preparing it: it’s like
building a body—bones, skin, literally
step by step. Painting really begins
with stretching the canvas. That's where you start to act,
your imagination goes to work, your inspiration begins to
enter the thing itself. | work on several paintings in parallel
so as not to “worship” the painting as | said before, not
to put everything there, to spread the energy around. It's
like in tai-chi—you learn to scatter your energy and be
everywhere at once. That's what | do when | paint. | simply
migrate from one painting into another. By the way, it's a
very contemporary thought. In our cell phone, for example,
we have seven apps open at one time and answer them

simultaneously. It's an existential thing in our time.

But the struggle or the main challenge in the work in
process, in my opinion, is to know when you've finished the
painting. It's a big struggle and it's amazing because the
more mature you get, the more you realize that you know
how to finish better. This is what makes artists into masters,
great artists—they do little but everything’s there. To know
how to finish a painting is a quality. The biggest struggle is
to identify what you’ve done and to say “That's that ... I've
said ... enough! You don’t have to do it over.” Otherwise, it
becomes fawning and overstated. You shouldn’t overcook
it. Let it retain a little flavor and aroma; don't let the vitamins
get burned up in the cooking. The painting has to remain
in the active zone in order to leave room for those who will
see it. It may be interpreted as an unfinished painting or
as lack of talent. But that's not what matters. What matters
is simply to know how to identify it and leave it pulsating.

Michal: In conclusion—I say this a little pompously,
perhaps— I'm interested in hearing from you, as an artist,
about what you think about the role of artists in our society
and the importance or contribution of the artistic act.

Shai: Artists are like trees that emit this substance, oxygen,
that’s good for the world. That’s what | think an artist should
be, because of his sensitivity, his searching. What the artist
does must or should deliver something good. It should
please, it should touch, it should create self-identity and find
a form for the unformed thinking of someone who cannot
possibly produce that form. So that’'s what an artist can
do: to feel the era and respond to it accordingly. It's not

prophecy but it's a sort of incarnation of the era.

1 From a video talk with Lena and Leonid Zeiger, accessible at the Art in
Process site.

2 Ellen Ginton, “Superpartners: Shai Azoulay, Reuven Israel” (in Hebrew)
(Tel Aviv Art Museum, 2011) p. 8.

3 Eitan Buganim, “Shai Azoulay between the Bridge and the Abyss,”
Ha'aretz, March 19, 2014.
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a reality of imagination. So what reality do we want to relate
to? For example, how can you produce a painting that will

let you feel what love is? Is that Realistic, too?

As for the language of painting—it’'s an easy language,
easy to make, too. It's not academic in the European
sense of heavy painting. It's the other way around: its
purpose is to break it up, to treat it lightly, in the technical
context. | know and | produce a great deal of drawing as
the product of contemplation—for the hand, practice, and
coordination, so that things will end up with the right flow.
It's like race-car drivers. All they really do is drive the car.
On the other hand, they have to be in peak control; their
whole body has to be geared to attaining good outcomes.
So itis in my painting: practicing Realistic drawing in order
to guide the muscles, the body, the consciousness, and

the concentration.

Michal: In your paintings, you've maintain a dialogue for
many years with Henri Matisse and additional artists from
art history. Can you tell us something about this aspect of
your work? With which artists do you maintain a dialogue?
What transformation passes through you in the studio?

What'’s the importance of this dialogue in your works?

Shai: | always have a context of art history in my works
because | can’'t run away from history. On the contrary, I'm
part of it. | think someone’s history, their parents, is part of
their identity. It's the same thing with artists—their “artistic
parents” are part of their identity. The artist clings to them,
takes from them, and also rebels against them. The artist
wants to be like them but also wants to do something of
their own. The thing is, how do you work with history and

how does history work with you?

I love them all (artists, masters) and | can also insert some
of them into the system, mingle them with my mingle and
bring them out in a certain context. | contemplate it and
it's like a chain—one link enters the other, which enters the
third.... It's like a grid. The thing is to do it with wisdom
and awareness—to see what happened in a certain era
and connect it with this era. You want to take but you can’t
take from everyone. You have to do it wisely; that's the
difference between copying and influencing. So | take
something (from art history) and | fiddle with it, unpack
it, try to connect it in some way, but it's not hermetically
connected, like allusions in a painting, and it's terribly easy
to do because the painting is “dead.” So it's the most fun
thing of all: someone has died and you can make whatever

you want of him.

Michal: You said in one of your interviews that a painting
for you is like a superhero. Even after he’s been killed, he
gets up and triumphs anew with the brush.?

Shai: Yes, it's really a vague phenomenon: how can it be
that we of the digital era, the touch era—everything is with
touch in this estranged era, and still this painting, which
smells, sweats, stinks, the material still works? It’s like
dark bread, something very basic. | really asked myself
how it can be that painting still lives. How can it be that
ninety percent of the art market is made up of paintings?
It's a territory unto itself. On the other hand, fewer and
fewer people today can understand painting, speak about
painting, and do painting.

Michal: There was an interview where you told Ellen Ginton,
who curated your exhibition at the Tel Aviv Museum, “[...] |

realized that | live within color. The strongest space where

| exist is color.”2 Can you relate a little to the matter of the
colorfulness of your paintings, the perception of color, the
connection of color with local aesthetics? Your palate is
very rich in terms of color. Perhaps it’s a little less strange
in today’s Israeli art, but | assume it was quite unusual

when you began.

Shai: For me, color is like sound. | apply one color and
have to adjust it to another. The result is a colorful musical
harmony of sorts. That’s the essence of the balance and
harmony that comes about as you paint. | really like color;
| speak via color. | think color is the painter’s tool. In fact,
my first paintings, the ones that got me into Bezalel, were
colorful paintings like these. But then | entered Bezalel
and became black and gray or tonal, because that’s
what | learned there. What | saw at Bezalel was mainly
monochrome and black. The shahor [black] in Israeli art
(the name of a work by Yaacov Mishori) is exactly that. In
my opinion, it doesn't exist here for

no reason at all.

Ithink we have a certain atmosphere  The moment | began to practice the faith,
here that's historical—this heavy black  painting was no longer a god. It stopped

Michal: Was there a stage where you had to do defend

it—the colorful nature of your works?

Shai: It took a while for the Israeli elite to digest it, but
today everything’s just fine. | think there was a sense at
first that I'm like a disco singer, offering something very
lightweight. As time passes, | see that they get it now and
it has its own weight, place, and identity. Time is proving
itself; it's a distance race.

Michal: Let’s look at the matter of religion. | wanted to
ask you about the relationship that exists for you, as a
religious artist, between art and faith, and about painting
as a spiritual act. How do you juggle the two worlds? Do
they conflict? After all, the Jewish religion has this problem
with visual art—"Thou shalt not make a graven image” and
so on. Where do you stand in this whole story?

Shai: First of all, a Jew is more a person of word and book
than of image. When you really dig
into it, you find that it isn’t necessarily
so. Evenin the context of “don’t make

a graven image” and a “likeness,”

cloud overhead—this blackness being god. At that moment when it stopped 1t 1Nt so—it's a spiritual thing. The

exists here, less so in my and  being god, painting began | began to make ~ MPMent you worship your painting

generation, but it existed here. it liberated;

| felt that | could deliver something

else. After Bezalel, | felt that | had to shatter it, | couldn’t
live with it, this bleak colorfulness, it's not me. It might have
something to do with the desert environment where | grew
up, something to do with the sun. One may understand
why European painting is gloomier, because Europe is a
place without sun. So | think that this whole thing has to
do with where you are relative to the sun.

as a “god,” you've made a graven

image and a likeness. The moment |
began to practice the faith, painting was no longer a god.
It stopped being god. At that moment when it stopped
being god, painting began—I began to make it liberated,
| stopped being so strict about it. The language became
alanguage and things began to turn out the way | wanted
them to. I'm not a religious person; I'm a spiritual person

and the act of art is a spiritual act.
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his works. He uses them to reexamine concepts, rabbinical
homilies, and stories borrowed from the worlds of Torah
and Jewish mysticism. In his “Minyan,” ten images of ten
equally sized elongated boards are seen leaning against
a wall in an attempt to fit a complete human figure, an
entire world, into narrow confines. The figures are different
but the format makes them equal—equal in value, equal
in opportunity. Each figure is independent of the others,
raising the question of what he has to do with the whole.
Does the group’s power surpass that of the individual? It
is akin to Jewish public prayer, which requires a quorum
of at least ten worshippers, who produce something new
by coming together.

In other paintings—*“Your Word against Mine” and
“Bus”—Azoulay investigates relationships between
spouses and between individual and group by means of
networks of human relations, examining concepts such
as interdependency, helplessness, ethnocultural diversity,
and belonging, to name only a few.

In this exhibition, for the first time, Shai Azoulay reveals
and invites us into his working processes by showing us
the small plywood works that serve him as initial sketches,
through which he examines, with a light touch, all his ideas
and his choices of colors and compositions. He describes
it as follows: “If my large paintings are made with relative
frivolity, then these are really flighty, produced with a light
hand and easy to give up without any struggle at all.
They're like oxygen; they give me strength to produce
paintings. It's all sorts of inventions and things that happen.
I’'m not committed; | do it and walk away. | hardly look at
it; it doesn’t tie my hands. It’s like a sketch book; the most
beautiful things happen there.”

Shai Azoulay has exhibited in Israel and abroad, including
a solo exhibition at the Tel Aviv Museum, in Tokyo, New
York, London, Vienna, Chicago, and Cleveland. He has
won numerous awards, including the Bezalel Award for
Creative Excellence, the Osnat Mozes Prize for Young
Artists, the Tel Aviv Museum Morasha Prize, and a prize
from the Israel Ministry of Culture for the encouragement
of creative art. His works are found in public and private
collections in Israel and abroad.

Michal Shachnai Yacobi

1 Likkutei Moharan, Part 1, Teaching C—Akrokta.
2 Ellen Ginton, Superpartners: Shai Azoulay, Reuven Israel (in Hebrew)
(Tel Aviv Art Museum, 2011).

Living within Color
Michal Shachnai Yacobi Interviews Shai Azoulay

Michal: In your body of work in the past ten
years, there’s a perceptible autobiographical
dimension alongside the narrative and
theatrical one. It feels a little like looking into
an illustrated diary, an autobiographical comic
strip writ large, or, alternatively, theatrical
scenes of actors on a stage, spiced up with
lots of humor. Can you comment on these

let them come out.

aspects of your works?

Shai: My painting is totally influenced by the theatre because
that's where | come from. Before | began to study art, | was
undecided about whether to study theater or art. | chose
art. But ultimately, dramatism, acting, and the theatrical
event entered the painting. My large formats are really
physical ones, as in theatrical ones—the wish to assimilate
into the painting, the wish to live within it, the wish to be
there within that experience, to go in, to be found there.
It's like Mary Poppins, where they paint an image on the
wall and then step into it.

The scenes within the paintings are autobiographical
in the broad sense: | insert things that I've read, things
are I've dreamt, thoughts about what I'd like, things that
happen while I'm painting. My subconscious comes in
very powerfully—color leads me, a spot leads me, a line
leads me. Things blend into each other. | flood them and
let them come out. And humor—it’s my salvation. It keeps
me alive, it's my way of inviting even more people into the
dance hall, into the discourse, to give them an opportunity

to be part of it and not feel lost as they face the work.
The problem of contemporary art is that it leaves so many
people behind. | want it to be like music, which touches
people’s hearts (my heart first of all) even if they didn't
study art history but have intuition just the
same. I'm a communicative person and |

love this context.

My subconscious comes in

very powerfully color leads Michal: You keep dealing with the image
me, a spot leads me, a line of the painter and the myth that surrounds
leads me. Things blend into it. Can you elaborate a little about your
each other. | flood them and  studio as a central place of happening in

your paintings?

Shai: My studio series concerns itself with
the artist’s life, in the yellow sense of the word: clichés of
what we think about an artist in the studio, about the artist’s
“halo.” It's a kind of reality show about myself. | realized that
| have this attraction for painting how the painter looks and
what he does. | project the structure of a reality show onto
the painter’s world and examine the “reality” that creates

Pt

the painter’s “halo.”

Michal: While we’re on the subject of reality, let’s talk about
Realism, about the perception of reality in your paintings.
It seems like you've given up the struggle for Realistic
depiction in favor of imaginary, dream-like scenes that
strive to describe an inner reality.

Shai: My painting produces an absurd take on reality.
So in a certain sense, it's very Realistic painting. When |
mean is that we call a realistic painting one that imitates
reality, like a journalist’s photo. But not every reality is what
we see. There’s a spiritual reality, too: a reality of emotion,
a reality of hidden worlds. There’s a reality of dreams,
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In the middle of Shai Azoulay’s painting “Creation Cycle,”
a bonfire burns away in a space that looks like a studio.
The blaze, behaving in the manner of an eternal fire, is fed
by a heap of canvases stretched across frames.

To the right of the fire, a figure—human? spirit?—Ileans or
sits, wrapped in a white robe, clutching a marshmallow
stick and roasting the candy in the fire. Scattered around
the room are objects freighted with diverse “meanings”:
a pile of books with a vase atop them, a stepladder on
top of which a glass vessel waits to be filled. Above the
ladder, a rooster in observer mode dominates the scene.
A red fire extinguisher stands at the forefront of the room,
just in case the bonfire gets out of control. The billowing
smoke transmogrifies into a blue-grayish rain cloud that
breaches the borders of the room and drenches it in rain.
The images of the scene evoke a wondrous fire, the bush
that burns but is not consumed—the fire of Creation.
The white figure evokes an artist or shaman or saint who
creates in both material and spirit. These exact dosages
of dualism charge the work with intellectual and spiritual
power and nourish the cycle of creation.

“Creation Cycle” epitomizes the whole of the parts that
make up Shai Azoulai’s paintings. Azoulay cooks in one pot
the vacillations of the soul, folktales, rabbinical homilies,
representations of culture, quotations from art history,
personal and ars-poetic processes, and existential and
universal questions. With an ostensibly light touch and
slender irony, he decomposes and then recomposes
them into large-scale pictures, refreshing and devoid of
pomposity, painted in such bright bold colors as to be

nearly devoid of shadows.

Azoulay’s paintings do not attempt to portray reality
accurately; instead, they propose to imagine and stage
it. One may imagine the pictorial world that he embodies
in his works as the sort that exists on the stage of the
theatre. Azoulay is a virtuoso of color who's adept in telling
a story by visual means. In his craft, he aspires to a quest
for narrative conceptual expression and spiritual/visual
representation of a psychological or symbolic reality. His
language of images appears to have been appropriated
from a dream; his paintings demand that we turn our gaze
to emotion and leave intellect behind. Each painting is a
segment of an inner journey, asking private existential

questions that are nevertheless universal as well.

The painting “Six Steps” serves as a visual index, so to
speak, of the imagined space in Azoulay’s works. Present in
it are the sea, the desert, and the studio—the commingled
reality of a dream. The viewer’s eyes are drawn to the
pictorial chaos: a person seeking his or her way, wildflowers
growing in furrows, a boat with six black heads, and
geometric shapes quoted from Malwitz’s ultra-Matisse-tic
pictures. In the center of the diptych appears a drawing
of a marching pair of legs. White columns line the legs on
both sides; between them are stretched-out chains that
are familiar to us—perhaps from tombs of saints, from the
Succoth festival, or from temples. Many additional details
are strewn across the two surfaces of the vast, spectacular
diptych in diagonal compositions that express motion and

" o«

flow. “Six Steps,” “Creation Cycle,” is an entry in Azoulay’s
series of studio paintings that deals with the act of painting
itself and its venue. The images produced in “Six Steps”

represent, the artist says, the studio space—the scattered

thoughts, the objects strewn across the floor, the past works
that flicker in the background. Within this physically and
mentally congested space, the artist has to find his way
step by step and recreate himself each time—in six steps,
akin to the six days of Creation.

The artist’s feverish endeavor in his studio is also represented
in “Day Worker.” Within a space that may be flat or three-
dimensional—one cannot really tell—a figure (that of the
artist) is in motion, trying to hold, organize, and move
several enigmatic objects. The passive, inanimate and
bi-dimensional surface of the picture becomes a bustling
place, an arena of psychological action where movement
flows, nature is tamed (with vegetable elements that recall
Matisse), and civilization bursts forth. The grueling labor
of the “Worker’—the artist—is perceptible in his posture
and his attempt to drag the massive object that fills the
middle of the surface.

In another work, Azoulay tests the artist-community relationship
via concepts such as belonging, mingling, and separatism.
His “Rhinoceri” was inspired by the French playwright
Eugen lonescu’s play Rhinoceros, in the wake of which the
term hitkarnafut—being ideologically defiled—was coined
in the Hebrew language. Rhinoceros is an absurd drama
that concerns itself with conformity and herd behavior. In the
painting, a musician in a cultured human setting confronts
a herd of sharp-horned rhinoceri in untamed, open nature.
He is a stranger in his surroundings, like a vessel from outer
space. The musician, in Oriental garb, plays a keyboard.
Next to him rests a vase in which two canes have been
placed, in a possible allusion to the colonial culture. He
and the rhinoceri are separated by an invisible border. The

musician has been dropped into the beasts’ domain from

the heavens, as it were. They seem to be curious about
him, but can they understand or enjoy his playing? Is there
a wish to communicate from either direction, or are they
two parts that can never become whole?

In “The Music Comes from Birds,” a different discourse
takes place, one between man and doves. Within a sealed,
cramped, congested, and womb-like space, paved with
a large and colorful rug—possibly a bustling dovecote or
a shelter for spiritual convocation, stands a man dressed
in white, a shofar (ram’s horn) pressed to his lips. It is a
work that deals with inspiration, something like a school
for niggunim (Hasidic melodies). Azoulay produced it
under the inspiration of a tale about Rebbe Nachman of
Breslov, harvested from the writings of the Rebbe’s disciple,
Rabbi Nathan:

You see: one who hears a niggun produced by a villainous
player

Will find it difficult to serve the Creator

But when he hears it from a worthy and decent player, it
will be good for him

As will become clear

Because, you see, the music comes from birds.1

In the Hasidic tradition, the niggun is a tune or song that
provides psychological exaltation by elevating the individual
to a higher and more refined spiritual position. Rebbe
Nachman of Breslov, a central personality in Azoulay’s life,
was a master of the Hasidic tale. His stories are typified
by frequent reversals of faith and apostasy, anarchy, and
rebellion against conventions. Azoulay finds logic, answers,
and corrective properties in these stories.2

The relationship between the painting and Hasidism, or
between painting and tradition and faith, occupies Azoulay in
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