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Attai Chen

The Andy Prize was established by the
philanthropist Charles Bronfman in

June 2005 to honor his wife’s love for
crafts and her support of them, and in
order to contribute to the exposure and
display of contemporary Israeli crafts.
Bronfman launched the prize a year
before Andy’s untimely death. By offering
continuous support for Israeli artists, the
prize represents one dimension of the
Bronfmans’ wide-ranging philanthropic
activities, which have evolved over the
course of many years. The recipient of
the prize is awarded a monetary grant,
and his or her works are exhibited at the
Tel Aviv Museum of Art. A catalogue

is published in conjunction with the
exhibition, and two works are acquired for
the collections of the Tel Aviv Museum of
Art and the Israel Museum, Jerusalem.
According to Charles Bronfman, “The
Andy Prize was established to promote
excellence, leading both Israeli craftsmen
and the international crafts community to
recognize that their works are on par with
the best international works.”

i24

We are proud to award the 2014 Andy
Prize for Contemporary Crafts. This prize,
which enables us to form an infrastructure
for the study of material culture in the
making, is awarded this year — for the sixth
time at the Tel Aviv Museum of Art — to
the jeweler Attai Chen.

Warm thanks to Charles Bronfman,
whose generosity has made possible the
presentation of this exhibition and the
publication of the catalogue. Thanks to
Otto Kiinzli, Susan Cohn, Riidiger Joppien,
and Amir Or for their insightful articles,
and to the judges of the 2014 Andy Prize:
Nirit Nelson, Ido Bruno, Rivka Saker, and
Meira Yagid-Haimovici. Special thanks to
the Karev Foundation, to Janet Aviad, and to
Suzy Cohen. Finally, warm thanks to Meira
Yagid-Haimovici, the exhibition curator;
to Maya Vinitsky, the associate curator; to
Sharon Gil, the assistant curator; to Ben
Hyndman, the exhibition designer; to Roni
Cnaani, who photographed the works for
the catalogue; to Michal Sahar, the catalogue
designer; to Daphna Raz, the text editor;
and to Talya Halkin, the English translator.

Suzanne Landau

Director and Chief Curator
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In Between:
A Conversation with

Attai Chen

Meira Yagid-Haimovici

Meira Yagid-Haimovici: I would like

to begin with a game of associations, and
listen to your immediate reactions to several
combinations of words, names, and places
that seem to me to represent important axes
or turning points in your professional life:
Motza | The Czech Republic | Munich | The
Jewelry Department at Bezalel | Ziggurat |
The Fine Arts Academy in Munich | Otto
Kiinzli | Forest | Cycles of growth and

decay | Working with paper | Work process.
It makes sense, of course, to begin with
Motza Ilit.

Attai Chen: I was born in Jerusalem, in
Ein Karem, and grew up in the Rehavya
neighborhood. We moved to Motza Ilit, just
outside Jerusalem, when I was eight years
old, after my mother remarried. Motza was
a new beginning, and the transition was not
easy. Over time, it became my home, but I
always needed the connection with the city,
its noise and rhythm — the urban vitality of
my father’s environment: I was one of the
few teenagers who went off to Jerusalem on

a regular basis. I couldn’t grow up only in
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nature, yet Motza is the place I feel closest
to and that I miss the most. Motza and the
Jerusalem Mountains are, for me, above all
about nature, open expanses, the soil I grew
out of.

Today, living in Germany, I am
surrounded by a different kind of
nature, whose colors are much more
saturated — so that the green of the
Jerusalem Mountains appears a lot less
green; it’s a different kind of green, which
fills me with a different kind of experience.
The landscape and scale of dry colors
appear somewhat faded and transparent.
These are colors that bespeak the proximity
of the desert, a natural sphere suspended
in a state of tension between growth and

decay, vitality and barren, lifeless expanses.
M.Y.H. The Czech Republic.

A.C. The Czech Republic is a sort of alter-
ego. On my mother’s side, the upbringing
was Czech. I didn't actually visit the country
itself until the early 199o0s, but I felt a

sense of belonging to it, like a Diaspora Jew
feels in relation to the land of Israel. After
serving in the army, I spent some time
living there, and understood that I did not
really belong. In fact, that experience in the
Czech Republic enabled me to understand,
define, and strengthen my sense of
belonging to the Israeli landscape I grew up
in, to the Mediterranean, to the desert, to
the colors I mentioned earlier.

Since the mid-1990s, my mother,
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her partner, and my sister live outside

of Prague during the summer months,
and so I visit the Czech Republic at least
once a year — yet I no longer feel a strong
sense of belonging or a connection to the
Czech mentality. What I feel is something
more distant, perhaps repressed, a sort

of partial identification. It wasn’t easy for
me to live there: the winter, the language,
the isolation. Kafka wrote that Prague has
claws, and that is precisely the point: it’s
as beautiful as a fairytale, one of the most
beautiful cities in the world, and yet it is
also melancholy, there’s a coldness that
seeps deep into your bones, something
that triggers in me a sort of identity-related

“vertigo.”

M.Y.H. The Jewelry Department at the
Bezalel Academy of Arts and Design.

A.C. Bezalel, for me, was a place I learned
about early on at home. I was almost
“destined” to study there (most of my close
family members, including my father and
mother, had studied there, and my step
father taught in the art department for
most of his life). When I finally decided

to enroll there, all [ had to do was choose

a department. Before Bezalel I mostly
painted, but I decided not to apply to the
art department, because I knew I was
interested in a connection with materials
as a point of departure for the creative
process. I applied to the ceramics and glass

department, as well as to the jewelry and

fashion department, where studies centered
on the creation of three-dimensional objects
and on working with a range of materials —
two elements that were of special interest

to me.

I ended up choosing the jewelry
department, although I knew nothing
about jewelry and previously had no special
interest in it. While taking the entrance
exams for the department, experiencing
work with metal as well as soft materials,

I realized that I was actually curious about
this field. I initially thought about it as

a form of miniature sculpture, whose
relationship to the body did not seem so
relevant to me. It was only later that I
became interested in questions concerning
the relationship between body and object. I
quickly fell in love with working with metal,
largely thanks to the introductory course I
took with Vered Kaminsky. Her total and
unpretentious devotion to the process of
working with the material introduced me to
an intimate, almost meditative experience
of a deeply grounded quality. I realized that
this was the kind of work I aspired to.

Nevertheless, contact with materials as
a point of departure for the cultivation of
the creative process was not the dominant
approach at the department. Back then, the
focus was a design-oriented concern with
ideas or concepts. Paradoxically, contact
with the materials became secondary. The
direct engagement with them came only
after developing a concept, discussing it,

creating sketches. When you approach the



material just before submitting your work,
you often discover that it does not do what
it is required to do. The emphasis was so
conceptual that there wasn‘t enough time
to process and understand the essence of
working with materials. It was the exact
opposite of my later experience of studying
in Munich. (Yet I very much appreciate
Bezalel. I learned things there which I
believe I couldn‘t have learned anywhere
else. It was like basic training: it provided
me with a basis, discipline, and a serious
work ethic).

So, during my first years at the
department in Bezalel, I had a hard time
accepting the dominant work methods;
intuitively, I tended to create out of a
dialogue with the material, in contrast
to the department‘s mainstream spirit.
During my second year, I studied with
several European artists who came to give
workshops at Bezalel, including Karl Fritsch
and Philip Sajet. These encounters made
me realize that there was an alternative,
and this was, for me, a turning point. I
realized it was legitimate to work the other
way around, from material to idea, and I felt
freer and began to explore the work process
that was right for me. This is the approach I
currently try to communicate when I teach.
It's not necessarily more correct, but it
works for certain people and projects, and
students should be able to experience it.

In the middle of my third year, we
created our first personal projects. My

advisor was Vered Kaminsky, and I chose to
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create a series of containers. In the course
of this project, I developed a way of working
with materials that continues to serve

as the basis for my work. I constructed
three voluminous bodies by soldering
numerous ultra-thin layers of silver above
and alongside one another. In doing so, I
attempted to “quote” the growth processes
of natural bodies — layered structures

like those of organic tissues that grow one
upon another to create a new body. I first
created my basic material: after soldering
the layers of silver together, I rolled them
out into extremely thin, colorful, dirty bits
of material reminiscent of tree bark. I then
created the containers by soldering these
silver bits to one another. I wanted to relate
to the material from an entirely different
point of view, to abandon conventional work
methods and develop my own personal
way of working. This is what I continue to
aspire to today: to treat the raw material
according to Heidegger's conception, as if
encountering it for the first time, without

any preconceptions.
M.Y.H. Ziggurat?

A.C. That was a wonderful project, but I
think we were too young to ensure its long-
term survival. At the beginning of our fourth
year, a few of us flew with Vered Kaminsky
to Amsterdam, where we participated in

an exhibition she organized for a group of
students and graduates at the Ra gallery.
The exhibition title was “Adversity.”



ii9

Amsterdam is an important center in the
world of jewelry, alongside Munich, and so
we were exposed, for the first time, to the
contemporary jewelry scene.

During that period, we were obviously
thinking of where we were headed after
graduation, and I knew I didn’t want to
end up executing designs in a jewelry
studio. Given the vitality we discovered
in Amsterdam and the fact that in Israel
there was no context outside art school
for creative work in our field, a number of
us fellow students — Rip Chopin, Dana
Hakim, Nava Silberberg ,Yoni Ashur,
and I — decided to establish a gallery for
contemporary jewelry in Jerusalem, which
would exhibit (and perhaps also encourage)
local production in this field. We conceived
of this place not only as a gallery, but also as
a center that would host any activity related
to contemporary jewelry.

We found a wonderful place in the
Nachlaot neighborhood, which had
previously been Zvi Tolkovsky’s studio. The
gallery was on the ground floor, and the
second floor contained two work spaces:
one was ours, and the other was designated
to serve as a studio for teaching jewelry
making, a lecture space, and a library. We
organized a total of three exhibitions at the
gallery. The opening exhibition presented
works by the five founders of this project.
The second was a group exhibition of works
by several Israeli jewelers, and the third was
an exhibition of works by Vered Kaminsky,

for which we also produced a catalogue.

During that year I felt I wanted to
further pursue my studies, and applied
to Prof. Kiinzli’s department at the art
academy in Munich. That was why I left the
Ziggurat project.

M.Y.H. Why Munich?

A.C. The city itself held no special interest
for me. It's comfortable and pleasant, but
not especially attractive or interesting. But
that is where Prof. Kiinzli taught. It wasn’t
easy for me to connect to the city and

find sources of inspiration there; it’s too
clean and sterile. I need a more personal,
somewhat dirty environment. On New
Year’s Eve, the entire city is filled with
fireworks. It looks like a warzone, yet the
following day nothing is left but a fog of
gunpowder that hovers over the city for a
couple of days. I recently left Munich for a
village in its vicinity, but my studio is still in

the city, a sort of urban anchor.

M.Y.H. What did you discover there at the
academy, in Prof. Kiinzli’s class?

A.C. When I first got to Munich, I felt I was
in a vacuum. It wasn’t an easy beginning.

I discovered that the academy did not
provide any guidance for foreign students;
there wasn’t really an address you could
turn to with practical questions concerning
the curriculum, housing, work, German
classes. The impression was, from the first

moment on, that you were more or less



on your own. It wasn't really a welcoming
environment. This was an introduction to
the academy’s overall approach to learning.
I planned to stay there for two years and
come back to Israel, yet in the course of
the first year I realized that two years were
hardly enough. The curriculum was not
the typical curriculum of an academic
MFA program. The method is traditional,
and is based on attending master classes.
Becoming an artist requires a period of
processing, assimilating, and examining
things; only then you can perhaps
eventually develop a personal language and
an independent approach to creation. In
short, the philosophy at the department was
to leave students alone.

Students receive their own work
areas. In addition, they can use all of the
workshops at the academy, where they
may choose to ask for technical advice.
The courses are all open to members of
all classes, and the students work together
without having to follow instructions,
perform exercises, or take exams. Your
only commitment is to be present at
weekly class meetings, which take place
on Wednesday mornings. These meetings
begin with a presentation of works by one
of the students, and evolve into a discussion
of various subjects, exhibitions, and other
collective projects. At least during the first
two years, these meetings did nothing to
facilitate my understanding of where I
was. Most of the discussions took place

in German, and only occasionally slipped

into English. Although at least half of the
students are foreigners, German is still the
official language.

During my first year, [ began working
on projects I had initiated while still
in Israel. It was a kind of protective
mechanism or anchor: you have no roots,
so you do what you did somewhere else in
order to feel safe. Still, there was a kind of
familial dynamic in class. Studying in this
department was an absolute experience, like
life in a monastery. The class was composed
of 25 students from different countries
who came to the academy especially to
study with Prof. Kiinzli and devote those
years to making jewelry. During this
period, we really did lead a shared life: we
cooked and ate and drank together, traveled
and exhibited together, and most of the
subjects and decisions concerning our
joint class projects were democratic, rather
than imposed from above. These projects
were characterized by a sense of vitality;
that was where I felt I could best absorb
Prof. Kiinzli’s perfectionist, meticulous
approach; even if you create something that
appears spontaneous, or casual, it is always

measured and precise.

M.Y.H. There was the forest around
Motza, where you grew up, and then the
forest surrounding you here, not far from

Munich. You gravitate towards forests.

A.C. When I began working on the

current exhibition, my point of departure
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was gathering raw materials in my
surroundings, and especially — but not
solely — in the surrounding natural world.
I continued this process when I left the city
with Carina, my spouse and collegue, to
built our home in the vicinity of a forest.
This forest is a new landscape for me, a
kind of natural expanse [ was not previously
exposed to, at least not on a daily basis.
As I noted earlier, it differs in terms of its
colors, textures, and forms from the forest
of my “natural habitat.” In the course of
wandering through it, I gathered images,
colors, forms, and bits of wood that attracted
me for different reasons. This is something
I always did, yet previously most of what I
collected remained a source of inspiration
rather than entering my work as a
“readymade” material. This time, the things
I collected became central to my works.
Two months later I came to Israel for
a short period, and stayed in Motza Ilit. I
continued to work on the same project in
the same way, gathering raw materials and
assimilating them into my works. Here
too I mostly searched for materials in the
surrounding natural environment, which
is of course very different than the German
forest. In this process I created an inventory
of materials, which in some way define my
identity. I mixed different raw materials
and created hybrids, and progressed
simultaneously on several works; I had
begun creating some of them in Germany,
continued working on them in Israel, and

then again back in Germany.

M.Y.H. Cycles of growth and decay.

A.C. This subject is present in almost all

of my works — in their aesthetics, in the
way I work, in my choice of materials. It’s
like a thread that ties together my different
series. Yet I do not necessarily return to

it intentionally, and often only discover

it in retrospect. I sometimes focus on a
particular stage in this cyclical process, and
am interested in grasping something of its
dynamic or essence. This cyclical process

is of course a basic element of nature, yet it
also exists in our artificial, manmade world.
When I collect and assemble fragments of
manmade materials in my works, they end
their existence as separate things and start a

new life together.
M.Y.H. Work with paper.

A.C. After two years at the department
in Munich, I felt totally lost and stuck. I
couldn’t create, I couldn’t let go of working
with metal, and I considered leaving this
field entirely. This crisis was a turning
point, and was in fact an essential stage in
the learning process that one undergoes in
Munich. If you overcome this experience of
“drowning,” you become an independent
creator working in your own personal
idiom.

In the course of this crisis, I began
playing with paper. I took a piece of
cardboard, which I considered a cheap

material useful for making sketches (that



was how it was treated at Bezalel), and
began drawing and painting on it and then
cutting it into different shapes, making
shallow or deeper incisions in order

to extricate from it random fragments

and reassemble them into a new three-
dimensional form. When I created my first
work using this material, I still thought of
it as a sketch. Only after some time, and
following the reactions of my colleagues, I
began understanding that this was the real
thing, the material and work process I was
searching for.

Retroactively, I realized I was working
with paper exactly the same way I was
working earlier with metal, creating layers
of peels that accumulate one atop another to
form three-dimensional bodies.

Working with paper in this manner
provided me with exactly what was
previously missing in my work: a more
rapid process that enables me to experiment
with color and with new dimensions. My
head usually works faster than my hands,
and I was in need of a more dynamic work
method, which would enable me to capture
movement in a static medium, as is the
case in Baroque art. Whereas Renaissance
painters depicted the hero’s sword sunk into
their enemy’s body, Baroque artists painted
the sword raised in midair moments before
plunging into the body, in a manner that
captures movement.

I wanted a breakthrough in terms of
both color and size, and discovered that

paper is an incredible material that one
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can do almost anything with: it can be
hardened and worked with rather quickly,
and it can be used to construct things,
repair them, and fix them in place. All

of this enabled me to revisit the territory
of painting and drawing, and to use a
two-dimensional surface as the basis for
creating three-dimensional shapes, in a
manner reminiscent of Cubism: breaking
up the whole and reassembling it into
something new. I began focusing on work
with paint when I visited Zvi Tolkovsky’s
studio in the Czech Republic: I took my raw
material, my cardboard, and began mixing
different types of paint: water-based paint,
oils, pigments, and acrylic. This creates an
interesting kind of chromatic experience,
and I viewed these works not as abstract
paintings but rather as preparatory works
that cannot be detached from the work
process as a whole, from the final objects
and pieces of jewelry.

Working with paint presented me
with a new challenge, which I pretty much
ignored while working with metal. Up until
then, color was more or less an almost
unchanging given — the color of metal —
and there was hardly any concern with
it in the course of my studies. I was now
able to explore another aspect of working
in three dimensions — the impact of color
on the volume and form of an object. The
series of paper jewelry pieces Compounding
Fractions carried me and my work in more
abstract directions, towards a concern with

questions of form and composition as
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detached from a narrative. What guided me,
as | mentioned earlier, was above all the
attempt to capture a sense of movement in
a static object.

Only after working like this for a
certain amount of time did I understand
that there was a certain narrative here, and
that once again I was concerned with cycles
of growth, realization, and decay — both in
terms of my interest in capturing a sense of
movement, and in terms of using recycled
paper — a material that was previously a
different kind of paper, and before that a
tree. The very essence of this material is
ephemeral, and its existence amounts to an

ongoing process of destruction.

M.Y.H. Did the process change while you

were creating your most recent works?

A.C. The conditions for the current

body of works constrained me to work
differently. I chose to engage with an
inventory of things that always interested
me, performing a kind of backward and
forward movement — back to stories and
places from my childhood, to my origins,
to things I wanted to do in the past and
hadn’t been ready to do. The exhibition at
the Tel Aviv Museum of Art provided me
with an opportunity to create a new body
of works, while the context and relatively
tight schedule led me to work in a very
different way than the one I am used

to. Paradoxically, despite — or perhaps
because — of the breadth of this project, the

work became freer and more spontaneous
that it had been in previous projects.

The creation of paper jewelry series in
recent years has freed something within
me, and has enabled me to go back to
metals and more complex materials that
already have a previously defined “identity.”
While working on the current project, I was
somewhat influenced by the work process
of the jeweler Onno Boekhoudt, who used
to work (so I heard) simultaneously on
several tables (I never met him. Sadly, he
died when I had just enrolled at Bezalel).
This horizontal, associative work process,
which involves moving back and forth
between different works, is obviously
different than a linear work process that has
a beginning, a middle, and an end.

Right now [ am at a stage in which
it is difficult for me to analyze or define
my work. I can only say that it has a
narrative, illustrative dimension — as well
as an abstract one; like a cloud that can
be perceived as a face or, alternately, as a
random cloud. I try to create assemblages
that have a somewhat archeological
orientation, and in some cases also an
ethnic connection — jewelry that cannot
easily be identified with a specific place,
cultural context, or time. Work usually
begins with a branch or bit of wood that
interested me for some reason, because
of some intriguing twist, texture, or color;
gradually, different things begin to “grow”
on it: it can be any object or material —

things I collect in different places or that



I decided to keep for whatever reason,
branches and natural elements from
different places I visited, especially from
the Jerusalem Mountains and from the
environment I live in today, various artificial
materials, toys from my own childhood or
new toys. Alongside these “readymade”
combinations, which I either process

or leave untouched, I've gone back to
working with different metals. These are
very intuitive works, which bring together
many elements of my personal life and my
private terminology. As I mentioned earlier,
I collect things and put them together to
create hybrids with new identities. At the
same time, however, they are all composed

of parts of my own identity.

1=
"~

=



=
1=
w

2013 ,12°D ,NLYA 7XNXY
n"n 120x110x80 ,17°11 1773 ,7?0D78 ,qDI ,yaX Yy

Freelance, brooch, 2013
Wood, paint, silver, plastic, brass, and paper, 120x110x80 mm



=
=

N



! VNN b
) ZLal Nr‘y"n&:"

1=
1=
1=

T

1

RIS

o —
pFH A e

L

-
ey

U

N

Piglet's Tale, necklace, 2013

Wood, paint, paper, silver, enamel, plastic,
iron, brass, and linen, 320x220x80 mm
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Between Species:
Representations oif
Hybridity in Myth and

Religion

Amir Or

In the sixth book of the Iliad, Homer
describes the Chimera as a flame-blasting
monster “with a lion’s head, a goat’s body,
and a serpent’s tail.”* She is eventually
killed by the hero Bellerophon with the
help of another hybrid creature — the
winged horse Pegasus. About one thousand
years after Homer, Philostratus reported
the existence of a Gryphon (a lion with
an eagle’s head) in India;? and during
approximately the same period, the
Talmudic sages discussed hybrid monsters
as legitimate offspring of nature: “Rabbi
Huna bar Torta said, ‘T was walking [...]
and saw a snake wound around a turtle.
Sometime later, Arod (a poisonous lizard)
was born.”?

Even the existence of the Hippogriff
(a horse with the head, wings, and claws

1. Homer, The Iliad, 6, 180.

2. Philostratus, The Life of Appollonius
of Tyana, 3, 48.

3. Tractate Hulin 127, 71.

of an eagle), first mentioned in 1516 in
Ariosto’s Orlando furioso (Orlando Enraged),*
was soon corroborated by scholarship;

the Catalan historian Vidal reports that

in medieval times the Hippogriff roamed
through the county of Roussillon, France,
where the imprint of his claws was
discovered in a rock.

The belief that a member of one natural
or mythological species could inseminate
a member of an entirely different species
is exemplified in numerous culturally
and geographically disparate myths. The
legendary outcome of such cross-breeding
was the birth of hybrids — monsters and
demigods that were often half-human.

In ancient Mesopotamia, the divine
Apkallu, the teachers of civilization, came
from the sea and were half-fish and half-
human. In ancient Assyria, the divine
guards, the Urmalulu, were winged lions
with human heads. In the ancient Egyptian
religion, from the fifth dynasty onwards, we
find gods whose human bodies are topped
by animal heads: Sekhmet the lioness,
Khnum the ram, Horus the hawk, and
more. Other hybrid creatures include the
centaurs of Greek mythology, which are
horses with human torsos and heads, the
Sphinx, and Ganesh, the Indian god with an
elephant’s head.

Visual representations of hybrid
creatures already appear in stone reliefs

from the Paleolithic period. In the

4. Arioso, Orlando furioso, canto 4, 8-9.
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nineteenth century, such images were
perceived as representations of divine totem
animals, which over time were gradually
endowed with a human dimension.

These images, as well as mythological
images of semi-animal gods, were
understood as a necessary developmental
stage between the hunter’s totemic
identification with the hunted animal and
between the anthropomorphic divinities of
the “civilized religions.” According to this
understanding, the Greek goddess Athena,
for instance, whose sacred bird is the owl, is
a development of a totemic divinity, the owl-
goddess that appeared in Europe as early as
the Neolithic period in the wall paintings of
the Vinca culture.

Even if this “developmental” theory
sounds plausible, however, it was never
corroborated by any anthropological
findings, and was eventually abandoned.
Contemporary scholars have by and
large adopted a semiotic approach to this
subject. According to some speculations,
the prehistoric images etched into rock are
shamanistic representations of spiritual
journeys, in which the animals represent
cosmic principles and symbolically
express existential truths. Hybrids, in this
context, are not viewed as an intermediate
developmental stage, but rather as a
combination of two principles in a single
being. In other words, what is significant
is not the animal nature of the represented
creature, but rather its dual qualities.

Animals are often viewed as

entertaining special relations with divine
forces, and play a central role in rituals,
myths, and legends. Portrayed alongside
human beings and animals, hybrid
creatures represent a dialectical category
of existence, which simultaneously
contrasts and synthesizes two opposing
natural principles or existential states such
as nature/culture, wild/civilized, self/
other, mind/emotion, and so forth. In
this manner, hybrids represent a fusion of
distinct or even contrasting states of being,
transforming them into a single continuum.
On this continuum, the divinity is often
identified with the animal offered to him
as a sacrifice: the god and the sacrifice are
one. Dionysus “the bull” or the “bull-faced
god” is also the sacrificial bull eaten by his
followers, just as Jesus is the bread and
wine consumed during the Last Supper.
Jesus, who transforms the Passover feast
into a cannibalistic mystery, is similarly
identified with the sacrificial animal: he
is the “Lamb of God who takes away the

”5

sin of the world,”® and who is sacrificed to
atone for the sins of the many. He is the
“lamb as it has been slain” in the vision of
John,® who will return to redeem humanity
in the End of Days. Thus, while Jesus is
not represented as a hybrid man-lamb, the
figurative language of the Christian liturgy
treats him in this dual manner.

The depiction of a hybrid creature may

5. John 1:29.
6. Revelations 5:6.



indeed take place on a verbal, metaphorical
plane that does not involve the creation of a
concrete visual form. The expression “Your

”7

eyes are doves”” does not mean “your eyes
resemble doves,” but rather fuses together
two different semantic fields. We create
a thought-image of a new creature: dove-
eyes, “doveyes.” In this manner, a man can
“spread his wings,” “Issachar is a strong
ass,” and Jesus is “the Lamb of God.”

One can thus also identify
different degrees of fusion between the
components of a hybrid state. Significantly,
hybrid creatures usually constitute a
representational category that exists
between and within other categories — a
category whose components are neither
totally separate nor totally joint, and
are thus often associated with liminal
states (such as initiation ceremonies and
carnivals). The denizens of the meta-human
world frequently fill such liminal functions:
Dionysus the bull symbolizes the passage
from a state of consciousness to one of
meta-consciousness, while the jackal-
headed Egyptian god Anubis represents
what lies beyond life. Indeed, any hybrid
creature creates an unexpected continuum.

What about these hybrid figures
appealed to the human imagination? What
is the allure of crossbreeding two different
species? The answer may well be: “The
laws of nature.” Hybrid creatures represent

something wondrous and/or horrific, a

7. Song of Solomon 1:15.
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positive or negative deviation from the
familiar world order, and thus also what is
forbidden, taboo, polluted, or sacred. It is
precisely such disruptions of the world order
that the Book of Leviticus warns against
when admonishing: “Thou shalt not let thy
cattle gender with a diverse kind.”® Like
other liminal states, hybrid combinations
are, in the end, highly ambivalent.

The Minotaur, who was born to Queen
Pasiphae and to a bull who emerged from
the sea, had super-human powers — yet
was also a monstrous man-eater imprisoned
within a labyrinth. Similarly, the fable of
the “pig-faced woman” Tannakin Skinker,
which first appeared in London in the
early seventeenth century, told of a woman
with a well-formed body who had a pig’s
head and ate from a trough.® In this sense,
there is no significant difference between
myth and modern urban legends. Hybrid
states were always perceived as deviating
from the human; when this deviation
was not associated with divinity, it was
often perceived as the result of a sin or
of hubris — of a challenge to the existing
world order (this is also the etymological
source of the word “hybrid”).

According to Greek mythology, Minos
King of Crete, Pasiphae’s husband, refused

to offer the bull that rose from the sea as

8. Leviticus 19:19.

9. A Certaine Relation to the Hog-faced
Gentlewoman called Mistris Tannakin Skinker,
1640.
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a sacrifice to the god Poseidon. In order
to punish him, Aphrodite, the goddess of
desire, caused his wife to fall in love with
the bull and to give birth to a monster.
Similarly, the urban legend mentioned
above stipulated that the pig-faced woman'’s
mother had sinned by refusing to give
alms to a poor woman with a sick child.
Satan himself, it should be noted, is a
hybrid creature who is a half-goat. Like Pan
and the satyrs in Greek mythology (who
probably served as the basis for this figure),
the animal half of this hybrid creature
symbolized wild, unbridled sexual passion.
When it is viewed positively, hybridity
represents the fusion of human forces with
those of other natural creatures, whose
status is usually elevated through their
synthesis with divine or human figures.
The mighty bull, a symbol of force and
fertility, was thus assimilated into the
identity of gods such as Baal, Yahweh, Zeus,
and Dionysus, while its qualities could,
in various cultures, also infuse human
beings: Zedekiah son of Kenaanah makes
Ahab iron horns and declares “With these
you will gore the Arameans.”*® Horns
similarly adorned the helmets of medieval
Vikings and samurai, thus symbolically
transforming them into bull-headed
warriors capable of powerfully butting their
enemies. Similarly, man perceived the
ability of birds to fly as a super-power, and

created winged creatures such as Pegasus

10. 1 Kings 22:11.

and the Gryphon, the god Eros and the
goddess Anat, the serafim, angels, and
winged monsters such as dragons or the
harpies. And while Icarus’ attempt to soar
high into the sky ended with his fall, his
father Daedalus succeeded in taking flight,
as did Wayland the Smith in Germanic
myth and the comics bird-man Henry
Hawk.

The difference between an actual
hybrid and an animal quality attributed to a
human being is critical: wearing a horned
helmet and sharing the bull’'s power is one
matter, while being a hybrid man-bull is
an entirely different matter. Hybrid states
were not understood simply as a fusion
of physical characteristics, but as the
combination and assimilation of different
personal, social, and religious powers,
liberties, and qualities. They represented
the presence of the polluted within the
sacred, of the wild within the civilized, of
the immoral within the moral, and so forth.

Attai Chen’s works operate on the
same plane. They act not only as visual
representations, but also as metaphors —
as semiotic hybrids that invite the viewer
to reinterpret his world. The combination
of materials and the images they contain
bridge the gap between the natural and the
cultivated, the figurative and the abstract,
the playful and the mythical. Yet in contrast
to the figures represented in myth and
legend, the artist’s stance is, in this case,
an active one: he intentionally creates

his hybrids and offers new compositions



delineating the ties and relations between
various aspects of reality; he is the human
god, intervening in the process of creation
and remixing its components in order
to cater to his needs, desires, or dreams.
In doing so, he may be pointing to the
evolutionary thrust of contemporary
humanity — namely, planned evolution.
More than three thousand years have
gone by since man cross-bred a donkey
and a horse and began using mules. The
Maharal of Prague needed to write the
explicit name of God on a piece of paper in
order to infuse his Golem with life. Today,
in the laboratory of creation operated by
modern science, we are on the threshold
of a far more radical revolution. Now that
we are capable of engineering vegetables
and babies, of cloning animals and mixing
different types of DNA, we are increasingly
taking on the role of God. In the context of
contemporary science, a future in which
a bio-technological society develops a new
animal species or a new organ that can be
implanted (a super-heart? sonar vision ?
Wings?) no longer seems imaginary. The
day when we will open eyes equipped with
a stellar lighting night-vision device and
see the Google icon at the top of our retina
no longer seems so distant. It is not far-
fetched to imagine a world in which our
body chemistry and nervous systems will
be engineered in order to control our urges,
our emotions, and our very thoughts. Nor
is it an exaggeration to imagine a world in

which microchips will connect us to the
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Internet and enable us to command various
machines. The engineered, mechanized
human being of future centuries may
become an entity more radical than any
mythological hybrid, one which can no
longer be described by the term “human”:
from our perspective, he will appear as
a god creating himself into realms of
existence that exceed the limits of our
human imagination.

Ever since man tasted the fruit of
the Tree of Knowledge, he has dreamt of
freeing himself of his physical limitations
and soaring high beyond the realm of
human consciousness. To be a super-man,
or a god, is perhaps the most ancient of
dreams: the dream of humanity’s triumph

over the human.

The poet Amir Or, a scholar of comparative
religion, has lectured on Ancient Greek
religion at the Hebrew University of
Jerusalem. He is the founder of the Helicon
Society for the Promotion of Poetry in Israel,
and the editor of the series Katuv, which

features new poetry.
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On the Qutskirts

Susan Cohn

Makers make in order to belong. Yet

what happens when belonging itself is
questioned? Working in Australia, for
instance, means working at a distance
from the center, on the world’s periphery,
where belonging is always in question.
Likewise, Israel is located on the margins
of Europe, and here too belonging is always
in question, albeit in a very different way.
Not only is Israel a periphery, it also it has
its own tormenting periphery, Palestine.
Attai Chen’s work emerges from this very
question: How to belong and how to make
in, and from, this double-edged place.

The first work of Chen’s that caught my
attention was a little piece titled Dg (2010),
a brooch made from olive wood and silver.
I immediately thought: Who is this maker?
The work presents a highly detailed image
of a bulldozer made from wood. I was
curious, sensing that the piece was saying
something beyond what I could see. That is
why this piece works: You see it, you know
that something you don’t know is going
on there, and you want to know more. The
marriage between the object’s symbolism
and its materiality speaks perfectly and
directly, while leaving something more for
you to find.
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As the artist himself writes, the piece
bears the name and image of one of the
caterpillar bulldozers used by the Israeli
army to clear booby-trapped areas. During
the Al-Agsa Intifada, however, these
bulldozers were used to flatten Palestinian
houses. This is thus not just a seductive
object, but one that is political without
being didactic. The work hovers between
the skill of making and the place in which
the making happens, while revealing the
struggle to belong. It samples from the
landscape in which it is made, while the
making experience is shaped by the maker’s
awareness (even if unconscious) of the
place of making itself. In this case, the
place of making is divided, antagonistic,
destructive, yet also creative. Olive wood has
traditionally been a sign of peace: the dove
returns to Noah'’s ark clutching an olive
branch in its beak. The irony of making a
luxury object — a silver-backed brooch —
in this form and with this material in this
place, could not be sharper.

An overly political work can bury you
as a maker. Yet no maker can ignore the
question of belonging altogether. Perhaps
this is why Chen today speaks in terms
of “cross-breeding.” This cross-breeding
(hybridization, or even mongrelization)
involves mixing scraps and detritus of
all kinds at different levels: material,
formal, and symbolic. In the tradition of
contemporary jewelry, this can involve
collecting and reincarnating scattered

fragments into new forms that themselves
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bear hints of their own ultimate extinction.
Chen himself states that he is “looking

for some kind of intermediate zone

or X-territory somewhere between the

intimate and the common, the figurative

and the abstract, the manmade and the

»i

natural.”* The artistry of making is always
a negotiation about belonging — that
is, about the sense that you are part of
something. It is a feeling that might be
shaped by a longing to be something, or a
decision about what you are not, or what
you do not want to be. You may be thinking
that wherever you are you would (or would
not) be better off somewhere else. And so,
if making is a negotiation with belonging,
it also seeks to remake the place to which
it belongs. This is part of the theme of
renewal through repetition that runs
through Chen’s oeuvre. A large number
of his works are like gestures or organic
structures that give the sense that they will
keep changing as they are worn.

Every maker wants to find his own
voice in this changing world. Making is
a way of making and remaking your own
voice. Yet finding your voice also means
assuming a certain invisibility. This
X-identity may be difficult to discern, but
this difficulty is part of the work. The voice
that is found through belonging is at once
a single voice and a multifarious mixing of

voices, thus opening up the possibility of an

1. Attai Chen, email correspondence with the
author, January 22, 2014.

active exchange between “my” and “our.”
Belonging then occurs not only locally, but
also in the sense of a broader community.

This quest means working close to
the outer limits of materials, forms, and
symbols. Chen turns gold into digital
images projected onto a brooch, which
functions as a small screen; he mummifies
real sardines in real gold; he constructs
elaborate necklaces out of recycled paper.
Chen resolutely oscillates between the
outer edges of things: from the “real” to the
“virtual,” from gold to paper, from explicitly
political interventions to apparently formal
experiments.

On the surface, Chen’s recent work
directly relates to the established language
of contemporary jewelry, and is thus
immediately identifiable as part of a
community. At the same time, you can’t
help but suspect that something else, less
evident, must be bubbling up beneath
the surface. This bubbling seems to be a
sort of constant in Chen’s work — giving
rise, from within cycles of similarity, to an
unexpected difference. Resolving an idea
that has real currency can mean liberating
the timeless function of jewelry as a force in
the service of belonging.

Yet at the edges, timelessness is related
to a different kind of time. As Chen says,
“I'm interested in the aesthetics that
characterize the feeling of the moment
before something happens. Something
about the process, the recycling. There is

something very sad but also very optimistic



about it.”? This attitude towards time is
unique to Chen, while simultaneously
marking his belonging to the time of
contemporary jewelry.

Working on the edges can constitute a
site of fascination, for edges are non-places
that allow for the emergence of the new and
the changing of cultural codes. By playing
with the complexities of style and intent,
difference is noticed and crossbreeding
makes its own place. The disturbing beauty
and intrigue of Chen’s work makes you
pay more attention to the uneasy edges on
which we all live, and to our own questions

about where we belong.

Susan Cohn holds a PhD in Fine Art Theory.
Cohn is a contemporary Australian jeweler,
designer, curator, and writer. She is the
director of Workshop 3000, and is represented
by Anna Schwartz Gallery in Melbourne.

2. Yuval Saar, "The Israeli Designer who
replaced gold with paper," Haaretz, May 9,
2013.
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"I am Living Between
TWo Worlds":
Thoughts on the Work
oi the Jevwelry Artist
Attai Chen

Ridiger Joppien

Leaving Attai Chen’s studio in Munich for
the first time on a gloomy November day,
[ already knew I was going to write about
him. Prior to my arrival, he had prepared
a display of his jewelry on a white table in
order to give me an overview of his latest
work, as if to say: This is me; this is how I
work.

Initially I was hesitant; I was curious
about Chen, already knew something
about his work, and had corresponded
with him, but I had never met him before.
The first moment was decisive: Chen’s
kind invitation, his gentle voice, his facial
expressions and movements all awaken
immediate trust; I was convinced that I was
meeting a wonderful person.

Chen told me about his background,
the kibbutz where he lived for a year, his
training as a goldsmith, his studies at the
Bezalel Academy in Jerusalem, and his

decision, back in 2007, to study with Otto
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Kiinzli at the Munich Academy in order to
explore another dimension of jewelry art.
This decision, he says, proved itself to be
the right one for him — leading him to
abandon his work as a “classical” goldsmith
and to embark on a new path towards the
unknown.

In the spring of 2013, I had asked
Chen to participate in an exhibition I
curated, but his participation was cancelled
when several pieces he had intended to
display were not returned in time from the
exhibition “Compounding Fractions” in
New Jersey. His latest works, which share
a common form and common materials,
are titled “Crossbreeds,” and are concerned
with cross-fertilization, the merging of
opposites, and the connections between
different bodies and materials. At the same
time, this series says something about
global movement in the world of jewelry,
and about approaches emerging on the
periphery and moving towards the center
while carrying with them a wide range of
influences and stimuli.

These terms derive from a sociological
and anthropological model that is
concerned with a shift from the center
to the periphery as the old centers
of Western culture are losing their
hegemony — a process that is also reflected
in contemporary jewelry art. The growing
international presence of artists from non-
European countries, many of whom carry
the legacy of ancient civilizations, gives

rise to new themes and aesthetic strategies,
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including the use of unfamiliar materials.

In the Munich Academy’s jewelry
class, Chen met a number of other foreign
students. For years, the jewelry class
taught by Otto Kiinzli has constituted a
kind of “melting pot” for artistic talents
from around the world. Kiinzli is known
for leaving his students much freedom in
performing the tasks he assigns them; he
encourages in them an attitude of openness
towards the present, and a belief in their
individual approaches. For a “seeker” like
Attai Chen, this was a tough, yet ultimately
ideal challenge.

The “jewels” created by Attai Chen over the
past decade touch upon various aspects of
nature. The series “Redundancy of Matter,”
the graduation project he created at the
Bezalel Academy in 2000, casts a sensitive
and complex gaze at various natural
elements, which he transferred to computer
files displayed on a brooch with a digital
screen. At the same time, Chen also worked
with seemingly natural elements, such as a
branched cluster of flowers in the form of

a brooch, which he assimilated into an MP
player — creating an unexpected encounter
for those so immersed in the virtual world
that they have lost sight of nature. In the
first series he created in Munich, Forgotten
Things (2007—2010), Chen traces the forces
manifesting themselves in the smallest

fragments of branches and twigs. Much

like an abused, battered human being who
is still a human being, a branch is a branch
even without decorative foliage. Some
branch fragments are deformed, cut, or
seemingly dry, yet the ability to generate
growth finds expression even in the
smallest bifurcation, as its inherent growth
potential triumphs.

When I take a piece of Chen’s jewelry
in my hand and touch it, it reminds me of
moss, a plant that grows in wet climates.
Speaking of his native country, Chen
remarks: “Everything there is different,
nature, the climate, the colors. My work
has changed, and so has the way I perceive
Israel today. What I once considered to
be green no longer appears green to me.”
Attai’s homeland is hot and dry, without
the seasonal changes found in Europe. The
new landscapes he has become acquainted
with have introduced him to diverse
botanical forms, which have enriched
both his perception of nature and his art.
After Forgotten Things, Chen was ready
to reconsider the classical goldsmithing
techniques of soldering and mounting
and to develop alternative work methods;
he also stopped using precious metals, a
decision that led to the creation of the series
Compounding Fractions (2012) the year
he graduated from the Munich Academy.
These pieces of jewelry are mainly made
of cardboard and strips of paper that were
hardened and glued together.

The paper strips are all recycled; they
are taken from old books or newspapers,



treated with glue, cut into irregular flakes,
and then bent and stylized. Strung and
stuck together, they constitute the raw
material for necklaces and brooches.
Their compositions are reminiscent of
organic deposits, as well as of leaves and
flowers. Chen draws inspiration from his
direct contact with the material, its feel
and emotional charge. In this context, the
creative flow is arbitrary, and allows for
random occurrences. Chen’s intention is
to resuscitate plant life by appealing to the
senses and giving visual form to its power
and beauty, without imitating or idealizing
it. He creates structures that resemble
sprawling tree fungus colonies or wilted
foliage that appears brittle and petrified.
The turbulence of nature is captured in his
structures as if in a snapshot. Serving as a
reminder of the fleeting nature of life and
its cyclical recurrence, Chen’s compositions
are melancholic evocations of transiency.
In his recent works, Chen uses found
objects made of wood, bone, plaster, paper,
or wire — mostly fragments of debris
whose origins are unknown. Assembled
together, they form small-scale, non-
representational sculptures that can still
be understood as jewelry, but may just
as well be viewed as wearable objects.
As pendants, brooches, or rings, they
acquire an independent life of their own,
which is given expression in organic as
well as rudimentary geometric forms.
Chen does not alter the character of these

materials, and refuses to organize them
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into hierarchical structures, as if he wanted
to let them speak for themselves. He hardly
interferes with their random forms; rather,
he brings together several disparate parts to
create “purposeless,” hybrid structures that
are at once meaningful and meaningless,
functioning as surfaces for the projection
of stories waiting to be explored. They are
not meant to depict what we see, but rather
to make visible something that remains
hidden and unknown.

Chen’s “figures” demand to be seen
and understood from every possible
perspective, and reveal the traces of life;
they are not beautiful or sublime, but
rather bulky, morbidly colored, seemingly
impoverished and without pedigree,
descendants of Arte Povera. Their fragile
construction requires careful handling by
those who wear them. It is their delicacy

that constitutes their preciousness.

In the contemporary world, millions of
people leave their homelands to temporarily
or permanently live elsewhere, and artists
live and work while constantly probing
their identity. As Paul Gauguin asked in
one of his best-known paintings: “Where
do we come from? What are we? Where are
we going?” The painful loss experienced
after leaving the paradise of childhood,
family, and friends becomes a permanent
companion, which is just as present as the

expectation to create something new.



Ernst Bloch once remarked that “One
carries oneself wherever one goes”; life,
however, is under constant pressure to
change. Attai Chen has given up a part of
his early life, and in doing so has gained
a new one. The longing remains, yet a
previously unknown aspect of his capacity
for artistic expression has emerged. The
move to a foreign country, the contact
with a different culture, and the everyday
interactions with people there have
mitigated the difficulty, while contributing
to an intensive period of creativity and
enabling Attai Chen’s artistic personality to

reach maturity.

Ridiger Joppien is an art historian. He served
as the curator at the Museum of Arts and
Crafts, Hamburg (1987-2011), and has published
numerous articles in this field. In 2011, he
curated the international jewelry exhibition
"Schmuck" in Munich.



The Bird that Wanted

t0 he a Cloud

Otto Kiinzli

Once upon a time there was a woman

who broke her arm. She was a passionate
goldsmith who could not abstain from
making jewelry, and so she kept on working
with her left hand, even though her good
hand was the broken right one. Yet Barbara,
as the woman was called, had the ability

to wrest something good even out of the
most difficult moments in life. She decided
to rise to the challenge, and to find ways

of temporarily coping only with her left
hand. Beginnings are often difficult and
awkward, yet Barbara wanted to share the
joy of her new experiences with her friends
and colleagues; and so she enticed them

to voluntarily forgo the use of their good
hand and participate in a joint experiment,
in which right-handed jewelers would work
only with their left hand, and vice versa.

One of the left-handed participants in this
experiment was Attai Chen. He fastened
a sheet of cardboard onto the workbench,

took a sharp knife in his right hand, and
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cut an obtuse angle into the cardboard.

The cardboard rose slightly along the cut,
forming a sharp edge, or ridge. Chen
continued to create a series of closely
spaced, almost parallel cuts, and observed
the results. He varied the depth, angle,
direction, and length of each cut. He
created short cuts in a pattern resembling
scales, as well as straight, long, radial lines
resembling fans. He also made single,
disorderly, seemingly random cuts. The
originally stiff cardboard grew flexible, and
could now be bent, arched, and twisted.
The gaping cuts revealed the cardboard’s
wounds. In order to emphasize the
difference between the outer “skin” and
the internal cuts, Chen applied color to the
cardboard surface and then painted and
wrote on it before he slid the steel through
the cardboard, thus creating an interplay
between interior and exterior. A flat surface
was transformed into a three-dimensional
body and was reincarnated as undulating,
rhythmically structured components cut and
shaped in different ways to create an endless
variety of compositions. In the course of
the work process, Chen discovered a new
language of forms, a complex vocabulary
with an infinite number of possible
combinations. Controlled variations,
intentional repetitions, and deliberate
extensions were constantly added. When his
left hand was back in use, the “right hand
only” experiment had served its purpose,

and was relegated to the past.



Munich, summer 2013. The sky is blue.
Individual white cumulus clouds are piling
up on the horizon. People laugh in the sun,
filling their lungs with warm air and its
heavy scents. [ am in a good mood as well.
In the deepest basement of the Pinakothek
der Moderne, in the so-called Danner
Rotunde, I am missing out on the summer.
Yet my mission makes this loss worthwhile.
I have the pleasant task of arranging

the permanent display of the Danner
Foundation’s jewelry collection, which is
part of the Neue Samlung International
Design Museum in Munich. When this
work process ends, 35 display cases will

be filled with 296 pieces of jewelry by 139
leading artists from 26 countries.

Iy
Attai Chen was among these artists. In a
narrow showcase placed against the wall
and stretching from floor to the ceiling, I
had two of his cardboard works installed at
eye level against a shimmering background
of grey silk. During my descents in the
museum’s catacombs, I encountered them
several times a day, at times only fleetingly,
barely lingering, since there was so much
work to do. Yet often I stopped and gazed
at the two brooches, fascinated by them
anew time and again. And so I want to write

about them, and them alone.

v
I could of course have asked Attai Chen
about his intention in creating these works,
or about what he wanted to express in them.
I could let him explain his pieces to me. Yet
would that not imply that I mistrusted his
ability for artistic expression, the sculptural
power of his art? And would it not amount
also to a negation of my own perception,
integrity, and personal experience? I will
thus try to develop my insights based on
observation alone.

VI
The free radicals (2011) is a brooch the
size of a child’s hand. The composition
consists of a rather amorphous, cloud-like
core surrounded by a wreath of diverging
beams. As in an explosion, feathery bundles
break out of the thunder field at the center.
Flashes of lightening emerge from the
smoke. Mighty forces are at work; there
is seething, hissing and crashing. The
observer may try to take cover, yet does not
want to lose sight of the catastrophe. For it
is beautiful. The colors are simultaneously
bright and dark. Graphite, galena, steel-
blue, a sulfurous yellow, mustard, purple,
the green of beetle wings, russet, and dusky
pink. The dark, sharp lines of the black
cardboard support cut through the skin
of the individual forms. The apocalyptic
fireworks shine with a metallic gloss, a
display of vain splendor. New images

spring to mind: Does this display herald the



Phoenix brightly rising from the ashes? Are
we seeing the wild contortions of courting
birds of Paradise? Are these shimmering
feathers, a magnificent rosette, or war
colors? Is the world exploding into pieces,

or is this perhaps an imploding star?

VIt
Forgive Me Father for I Have Sinned (2012)
hovers like a cloud (in the aforementioned
showcase) above The Free Radicals. It is
a quiet, yet by no means delicate work.
The cuts in the dark yellow cardboard are
powerful and deep. The sharp contrast
between the painted white surface and
the wood-colored cardboard, which is
accentuated by the black marks on the
skin, call to mind the bark of a birch
tree. The graphite traces indicate that the
material initially bore a drawing before it
was distorted. If it were a crumpled piece
of paper (another image that comes to
mind), we could smooth it out and restore
it to its original state. The title — which,
incidentally, is borrowed from Damien
Hirst — encourages one to speculate
further, yet I will not do so; the work speaks
for itself. The white color and the cloud-like
form appease the gaze only at first sight,
for this is neither a cotton ball, nor a falling
feather. For all its appeal, this tangled ball,
this cracked bark, also has something
dark and oppressive about it. It is an
impenetrable agglomerate, a rampant form

of growth, at once fascinating, alluring,
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and threatening. I see a struggle, pain, and
desperation. And from deep within, a warm
light emerges.

VIIX
This is a powerful and beautiful piece of
jewelry.

The goldsmith Otto Kiinzli was born in Zurich
in 1948. He holds no BA, MA, or PhD. He served
as a professor at the Academy of Fine Arts,
Munich (1991-2014), and is an Honorary Fellow
of the Bezalel Academy of Arts and Design in
Jerusalem.
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2010 ,n2°D 01012 K77
n"n 115x95x65 ,T7n7x nT731 1°79 ,717T ,D2A 0?8374 ,¥aX ,177]
Untitled, brooch, 2010
Paper, paint, graphite, plaster, glue, brass, and
stainless steel, 115x95x65 mm




2012 ,n2°D (9 77n) D7 pIIN 0777711

n"n 95x55x45 ,T7n'7x% 017931 1778 ,9DJ ,i727 ,0DNT ,yaX ,177]
T1710 ,0101277°0 ,17°0@I071?777 N7 D 9DIX
Free Radicals (part 9), brooch, 2012
Paper, paint, coal, glue, silver, brass, and
stainless steel, 95x55x45 mm
Collection of Mieke Klein-Hofmeijer, Hilversum, Netherlands
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1979
2002-06

2006

2007-11

2012

2013

2012

2013

2014

Chen

Born in Jerusalem

BFA, Department of Jewelry,
Accessories, and Objects, Bezalel
Academy of Arts and Design,
Jerusalem

Founder of Ziggurat Gallery for
Contemporary Jewelry, Jerusalem
Diplom Meisterschueler under
Prof. Otto Kiinz1li, Academy of Fine
Arts, Munich

Taught workshops in the Jewelry
Department, Bezalel Academy of Arts
and Design, Jerusalem

Taught workshops in the M. Des.
program, Shenkar College of
Engineering and Design, Ramat Gan

Selected Solo Exhibitions

Galerie Spektrum, Munich

(with Doris Betz)

"Cycle 0f Mishaps," Gallery Ra,
Amsterdam (with Vered Kaminsky)
"Compounding Fractions," Gallery
Loupe, New Jersey

"Cross Breeding," Gallery Ra,
Amsterdam

"The Andy Prize for Contemporary
Crafts," Tel Aviv Museum of Art;
curator: Meira Yagid-Haimovici
(catalogue)

2005
2006

2007

2008

2009

2009-10

2010
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Selected Group Exhibitions

"Adversity," Gallery Ra, Amsterdam
"Bezalel 100," Terminal 1, Ben Gurion
Airport

"Artic 08," America-Israel Cultural
Foundation, Genia Schreiber Gallery,
Tel Aviv University

"Materials Surrounding the Body,"
Ha-Chava Gallery of Art and Design,
Holon

"Heaven and Earth: Israeli

Jewelry 4," Eretz Israel Museum,

Tel Aviv; curator: Yarom Vardimon
(catalogue)

"Artic 09," America-Israel Cultural
Foundation, Genia Schreiber Gallery,
Tel Aviv University

"Out of Framework," Ziggurat Gallery
for Contemporary Jewelry, Jerusalem
"Twist Again: News from the In-Back,"
Gallery Funaki, Melbourne

"Bezalel, de Jerusalem & Paris,"
Orangerie du Sénat, Paris
"International Craft Exhibition,"
The Museum of Arts & Crafts, Itami,
Japan

"Decadence in Silver Art:
International Silver Art
Competition," Legnica, Poland
"Think Tank: Speed," traveling
exhibition in Britain, Austria,
Germany, and Norway (catalogue)
"Sequences - Identities: Israeli
Jewelry 5," Eretz Israel Museum,

Tel Aviv; curator: Sigal Barkai
(catalogue)

"Bijoux D'Israél: Quatre Artistes,"
Galerie Hebert, Paris / Cagnes-sur-
Mer; curator: Jan-Yves Le Mignot
"The Power of Copying," Xuzhou
Museum of Art, China

"My Suitcase is My Oyster,"
Pinakothek der Moderne, Munich
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2011-12

2012

2013

"Transit: Jewelry from Israel,’
Pforzheim Museum of Jewelry,
Germany (catalogue)

"Freshly Cut," Gallery Complete
Tel Aviv

"Fremde Feder," Kunst.wirt.shaft
Galerie, Graz, Austria

"Jewelry Unleashed," Museum of
Modern Art, Arnhem, The Netherlands
"Neogemo," The Geologic Museum,
Ramat Hasharon (catalogue)
"Geography," The 2011 Seattle SNAG
Conference, Seattle, Washington
(catalogue)

"Collect," Saatchi Gallery, London:
curator: Rosemarie J&dger (catalogue)
Gallery Loupe, New Jersey, SOFA
Design Fair, Park Avenue Armory,
New York

"Unexpected Pleasures: The Art &
Design of Contemporary Jewelry,'
National Gallery of Victoria
Melbourne / The Design Museum,
London (catalogue)

"I am Another: Israeli Jewelry 6,
Eretz Israel Museum, Tel Aviv;
curator: Nirit Nelson (catalogue)
"Forever Young," Galerie Spektrum,
Munich

"Naturalienkabinette,"
Paleontological Museum, Munich
"Paper Art," CODA Museum, Apeldoorn,
The Netherlands

"Collect," Saatchi Gallery, London:
curator: Rosemarie Jdger

"The Lunatic Swing," Kunstarkaden,
Munich / Gallery Funaki, Melbourne
"Second Smallest Primer," The
National Gallery, Christchurch
New Zealand

2005
2005-06

2006

2008-10

2011

2014

Awards and Scholarships

Judaica Award, Romi Shapira Fund
America-Israel Cultural Foundation
Scholarship

Schneidinger Foundation Grant
Berlin

Lokman Award for Applied Arts
Bezalel Academy of Arts and Design,
Jerusalem

DAAD academic exchange scholarship
Berlin

Herbert Hofmann Prize for Jewelry
Design, Munich

STIBET Grant, DAAD, Berlin
Oberbayerischer Prize for Applied
Arts, Munich

The Andy Prize for Contemporary
Crafts, Tel Aviv Museum of Art

International Collections

Donna Schneier Collection, The
Metropolitan Museum of Art, New York
The International Design Museum,
Munich

Rotasa Trust Collection, California
Collection of Sanford and Susan
Kempin, New York

Collection of Susan Grant Lewin,
New York

Alice & Louis Koch Collection of
Rings, Switzerland
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(2») 2013 ,n27D ,'TX71an7
n"n 120x160x70 ,T7n7x 01731 D2 1773 ,yaX ,1771 Yy
Carambolage, brooch, 2013 (back)
Wood, paper, paint, brass, silver, and stainless steel,
120x160x70 mm




(n°tn) 2013 ,n27D ,'TX71an7
n"n 120x160x70 ,T7n7x 01731 D2 1773 ,yaX ,1771 Yy
Carambolage, brooch, 2013 (front)
Wood, paper, paint, brass, silver, and stainless steel,
120x160x70 mm

2013 ,AX11X7 73y ,11°'7y 1212 7 117070
n"n 400x75x50 ,2nT n7y1 770073 ,yax Yy

Right: Jesus Superstar, necklace, 2013
Wood, paint, plastic, and gold leaf, 400x75x50 mm






2013 ,AX11X7 73y ,127 73y
n"n 320x150x60 ,01°2°N17X1 7712 ,9DJ ,D?81A ,YaX Yy
White Necklace, necklace, 2013
Wood, paint, graphite, silver, iron, and aluminum,
320x150x60 mm
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2013 ,AX11X7 73y ,2T¥N OY 071777
n"n 360x240x70 ,anT1 1773 ,'7111 ,i7°0D73 ,qD] ,yaX Yy
Skipping AH Transceiver, necklace, 2013

Wood, paint, silver, plastic, iron, brass, and gold,
360x240x70 mm



2014 ,n23°D ,1UNIVIX

, 1778 ,77n7% 0178 ,7°0D73 9D ,yaX ,YY
n"n 250x110x60 ,17711 7112

Automaton, brooch, 2014

Wood, paint, silver, plastic, stainless steel,

brass, iron, and paper, 250x110x60 mm
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2013 ,11°7n ,1818 7p D Tw

,183781 17XM8 ,7°78 ,7°0073 ,Vax Yy

n"n 70x60x50

The Remains of a Butterfly, pendant, 2013
Wood, paint, plastic, brass, porcelain,

and butterfly, 70x60x50 mm
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2014 ,AX11XY7 72y ,1227171K
n"n 380x300x80 ,anT1 71,1773 ,7°0D73 ,qDJ ,yaX Yy

0le-Bebo, necklace, 2014

Wood, paint, silver, plastic, brass, fabric,
and gold, 380x300x80 mm
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2014 ,n2°D ,yT18X"17D] 70 171072
,'7°XnX 7778 ,7707X nT78 ,770DY78 ,7711 ,9D2 ,VaX Yy
n'"n 190x130x50 ,2NT N'7Y1 7PIN117Y DAIDAD ,AT

Incarnation of Prince-Frog, brooch, 2014

Wood, paint, silver, iron, plastic, stainless steel, brass, enamel,
fish, Shibuishi, and gold leaf, 190x130x50 mm
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2013 ,pi77721x ,Clunkerling
n'"n 80x100x60 ,ANT n7y1 yax 177 ,yy ,npind ,qpd

Clunkerling, object, 2013
Silver, copper, wood, horn, paint, and gold leaf, 80x100x60 mm




2014 ,n23°D ,012VXN 171N
n"n 120x110x60 ,17°11 1778 ,T7n7X 0778 ,7°0D78 ,9D2 ,yaX ,YY

Cumulative Existence, brooch, 2014

Wood, paint, silver, plastic, stainless steel, brass, and paper,
120%x110x60 mm
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2013 ,pj77721X ,D2TNIPN N1

n"n 90x95x70 ,17711 17783 ,yaX ,Yy 0Nl
Reconstructed Spirit, object, 2013

Copper, wood, paint, brass, and paper, 90x95x70 mm
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2014 ,n2°p ,Floatsam and Jetsam
n"n 130x65x45 ,17i71 7?0073 ,0pIN1 LYY ,T7N7X 0173 ,9D2
Floatsam and Jetsam, brooch, 2014

Silver, stainless steel, wood, copper, plastic,
and horn, 130x65x45 mm




2014 ,n2°D ,0NX 7A1 7y

,7U7X127W DAIDAD L7711 ,T707X 0773 ,qD2
n"n 170x70x40 ,17721 '7°XNX
In Short, brooch, 2014
Silver, stainless steel, iron, Shibuishi,
enamel, and paper, 170x70x40 mm

2014 ,n3°D ,nIN1d K77
n"n 110x170x50 ,17731 707X n773 ,9D2 ,yaX Yy

Untitled, brooch, 2014

Wood, paint, silver, stainless steel, and
brass, 110x170x50 mm







2013 ,n27°D ,np1?

,0171°mM7X1 1°'79 ,7707X 07738 ,77°0DY78 ,qDD ,yax Yy
n"n 120x80x50
Inheritance, brooch, 2013
Wood, paint, silver, plastic, stainless steel,
brass, and aluminum, 120x80x50 mm
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2013 ,2X11X7 {72y ,1°T1TN 70 1187D

,7T71 ,i77°vD78 ,7°K0X ,1DI 1771 ,YaX Yy
n"n 320x220x80 ,1nwa 711 1771
Piglet's Tale, necklace, 2013
Wood, paint, paper, silver, enamel, plastic,
iron, brass, and linen, 320x220x80 mm
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(n71tn) 2013 ,N37D ,AT NIYY’N7 NDIN ,N1INDN
n"n 400x120x85 ,qp31 1773 ,yaX Yy
Camouflaged, Trying to Become a Fish, brooch, 2013 (front)

Wood, paint, brass, and silver, 400x120x85 mm
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(22) 2013 ,02°D ,AT DIPY?NY7 ADIN ,N1INDN
n"n 400x120x85 ,qD231 1779 ,yax ,yy
Camouflaged, Trying to Become a Fish, brooch, 2013 (back)

Wood, paint, brass, and silver, 400x120x85 mm
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2014 ,n23°D ,n717nna MY
n"n 200x110x60 ,'7°XNX1 7278 ,T707X nT78 ,770D78 ,qDJ ,yaX Yy
Saturated in Dispute, brooch, 2014

Wood, paint, silver, plastic, stainless steel, brass, and enamel, 200x110x60 mm
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2014 ,n3°D ,01N13 X77
n"n 100x30x20 ,17731 D3 ,yaX Yy
Untitled, brooch, 2014
Wood, paint, silver, and paper, 100x30x20 mm

2014 ,n3°D 01013 X77
,77DD'781 18738 ,20T A7y ,7°KNX 9D ,YaX Yy
n"n 80x35x25
Untitled, brooch, 2014
Wood, paint, silver, enamel, gold leaf,
butterfly, and plastic, 80x35x25 mm

2014 ,n2°D 010D X77
n"n 125x90x35 ,71121 AnTX 7773 ,qD2 ,yaX ,Yy
Untitled, brooch, 2014
2014 ,n2°p ,n1N13 X77  Wood, paint, silver, brass, earth, and iron,
n"n 100x40x25 ,17?121 9DJ ,yaX ,yy  125x90x35 mm
Untitled, brooch, 2014
Wood, paint, silver, and paper, 100x40x25 mm
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2014 ,n3°D ,n1NM1I X77
7Y7N117°Y DAIDAD 7778 ,T707X 0773 ,9D2 ,VaxX Yy
n'"n 105x50x35 ,i770D731
Untitled, brooch, 2014
Wood, paint, silver, stainless steel, brass,
Shibuishi, and plastic, 105x50x35 mm

2014 ,0237D , K7D 1IX12 INTTN
,01717M17X1 7°KNX , 1778 ,T707% 0778 ,9D) ,yax ,yy
n'n 225x95x45

Edouard Brown-Séquard, brooch, 2014

Wood, paint, silver, stainless steel, brass,
enamel, and aluminum, 225x95x45 mm

2014 ,n3°D 01012 X77
,77XDN1 7778, T707X 0778 ,9D2 ,VaxX Yy
n'"n 120x40x40
Untitled, brooch, 2014
Wood, paint, silver, stainless steel, brass,
and enamel, 120x40x40 mm



2009 ,n3°D ,NT712 :1°0N
n"n 80x70x30 ,T7n7X nT731 DI
Right: Gravity, brooch, 2009
Silver and stainless steel, 80x70x30 mm

2009 ,n2°D ,T1X7] PXO
n"n 93x57x18 ,77n7x nT731 71711 ,9D2
Hunted Head, brooch, 2009
Silver, iron, and stainless steel,
93x57x18 mm










Yosy
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Forgotten Things, nine brooches, 2007-14
Silver, enamel, gold leaf, stainless steel, copper nitrate, and Shibuishi,
52x9x18 - 135x17x23 mm




2007-14 ,m>2?D ypn ,07°N1IJY 07127

,7W7K127Y DAIDADY DIDI OpINd ,T7N7X 0773 ,20T A7y ,77°KNX D2
n"n 135x17x23 - 52x9x18
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2008 ,n2°D ,8 0°N1JY 07117
n"n 50x80x20 ,T7N7X nT731 7°KNX ,qD2
Forgotten Things 8, brooch, 2008
Silver, enamel, and stainless steel, 50x80x20 mm
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2008 ,n237p ,5 0°M1Jp 0127

n"n 110x12x13 ,T7n7X nT731 7°XNX ,9D)
Forgotten Things 5, brooch, 2008
Silver, enamel, and stainless steel, 110x12x13 mm
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2014 ,n2°p (5 7'7n) *axwN 73 71X 77 n7D
n"n 90x50x40 ,T7n7x nT7391 1°78 ,9D23 71T ,U787A ,Y1X ,177)]

Forgive Me Father for I Have Sinned (part 5), brooch, 2014

Paper, paint, graphite, glue, silver, brass, and stainless steel,
90x50x40 mm
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(1x) 2012 ,n2°D ,(4 77n) D?7’wOIN 07{7°T] :1°0°N0

n"n 105x50x55 ,T7n7x nT731 1778 ,qD2 ,i717 ,0N3 ,y1xX ,177]
Right: Free Radicals (part 4), brooch, 2012 (back)
Paper, paint, coal, glue, silver, brass, and
stainless steel, 105x50x55 mm

(212) 2012 ,n27°D ,(8 7'7n) D77 wEIN 0?7777 T1 :7XNUN

,(T7n7x 07731 1°79 ,9D2 727 ,yaX ,177)
n"n 70x45x35
Left: Free Radicals (part 8), brooch, 2012 (back)
Paper, paint, glue, silver, brass,

and stainless steel, 70x45x35 mm
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(n2tn) 2012 ,n23°D ,(4 770) D?’YAIN D?7{7°T1 :7xnen

n"n 105x50x55 ,77n7x nT781 1°78 ,9D23 ,717T ,0N8 ,yaX ,177]
Left: Free Radicals (part 4), brooch, 2012 (front)
Paper, paint, coal, glue, silver, brass, and

stainless steel, 105x50x55 mm

(n2tn) 2012 ,n2°D ,(8 77N) D?7wYIN B?7{7°T1 :1°N°N
,T7n7x 01791 1778 ,9DD ,i727 ,YaX ,177)
n"n 70x45x35

Right: Free Radicals (part 8), brooch, 2012 (front)
Paper, paint, glue, silver, brass,

and stainless steel, 70x45x35 mm
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2011 ,n2°p (1 77n) D2 pIIN D777°1)

n"n 50x75x35 ,T7n7x 01731 1778 ,qDI 7727 ,yax ,177)
12170 ,21X°Y7 "NIN73720 NIKOTINN L, PTNN 9DIKD
Free Radicals (part 1), brooch, 2011
Paper, paint, glue, silver, brass, and stainless steel, 50x75x35 mm

Die Neue Sammlung, the International Design Museum, Munich



2011 ,n2°p (3 77n) 077pEIN 077777
n"n 100x73x50 ,T7n7x nT731 1773 ,9D2 717 ,yaxX ,177]
Free Radicals (part 3), brooch, 2011
Paper, paint, glue, silver, brass, and
stainless steel, 100x73x50 mm

2014 ,AX1X7 71y ,00M2 X77 :1°n°n
n"n 205x150x73 ,qpJ1 {727 ,0N8 ,y1X ,177]
Right: Untitled, necklace, 2014
Paper, paint, coal, glue, and silver, 205x150x73 mm
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Left: Untitled, necklace, 2013

Paper, graphite, paint, glue, silver, and gold, 320x280x35 mm
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(22) 2012 ,n27D ,(3 77n) "nXDN 72 72X 7 N'7D

n"n 80x45x45 ,77n7x nT731 1773 ,9D2 ,717 ,0?827A ,Y1X ,177]
Forgive Me Father for I Have Sinned (part 3), brooch, 2012 (back)

Paper, paint, graphite, glue, silver, brass, and stainless steel, 80x45x45 mm
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Forgive Me Father for I Have Sinned (part 3), brooch, 2012 (front)

Paper, paint, graphite, glue, silver, brass, and stainless steel, 80x45x45 mm
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2014 ,nyav 02X
n"n 100x70x70 ,17?11 7°UD73 ,9DI ,ViX ,YY
Reduction, ring, 2014
Wood, paint, silver, plastic, and paper,
100x70x70 mm



2009 ,11°7n , 01013 X77
n"n 102x62x26 ,1nT N7y1 bV APINI ,1OYE T2 ,7T711 ,7°NAX DI
Untitled, pendant, 2009
Silver, enamel, iron, linen, copper nitrate,
and gold leaf, 102x62x26 mm

2009 ,nN27°D ,T1X7] BX]
n"n 93x57x18 ,T7n'7x nT731 71711 ,9D)

Hunted Head, brooch, 2009
Silver, iron, and stainless steel, 93x57x18 mm



L
2014 ,0yav ,n7X7IT)
n"n 100x70x70 ,17?11 7°UD73 ,ADI ,VaX ,YY
Reduction, ring, 2014
Wood, paint, silver, plastic, and paper,
100x70x70 mm



N

2010 ,n3°p ,D9
n"n 80x50x10 ,T7n7X nT731 DI ,N7T Yy
77177171 ,179n7 TN9ID1 111D 9DIX

D9, Brooch, 2010
Olive wood, silver, and stainless steel, 80x50x10 mm

Collection of Susan and Sanford Kempin, New York
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A Certain Relation to the .8
Hog-faced Gentlewoman called Mistris
Tannakin Skinker, 1640
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Gravity, contraption toy, 2012
Silver and wood, 105x70x45 mm
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View, brooch, 2009
Silver, enamel, wood, and stainless steel, 87x71x57 mm
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