MURALS: PUBLIC
ART PROJECT

THE ISRAELI CENTER
FOR DIGITAL ART
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Murals is an ongoing exhibition and project that explores Israeli wall art and
the changing rationale behind it while also questioning its role in current
public spaces. It has evolved through a series of new works established in
the compound of the Israeli Center for Digital Art and will be extended to
additional sites in the near future.

Murals, or wall art, refers to artwork executed on building walls and
architectural environs. The modern version of this genre emerged in Israel
in the 1930s and reached its peak in the 1950s in kibbutzim, government
institutions, and other public or municipal sites. Gideon Ofrat claims that -
“Wall art aspires to be popular. It is not the prized acquisition of the wealthy
few, the well-to-do. Its incorporation into the architecture or inside spaces
of the building combines monumentalism with simplicity, didacticism, and
figurativeness.” Historically, the main element in this type of art is its address
to the general public, both in form and in content. Its first appearance in
Israel is linked to the creation of a historical narrative of the “New Jew” and
his national presence in the area. The common imagery of wall art from this
period ties between man and earth, between the biblical and historical-local
renewal.

But Murals are not only mean to present a narrative; it is a range of familiar
shapes, public ornamentations, an architectural landscape encircling us in
any urban environment. Unlike monuments, it is not sanctified by death
and commemoration, and can therefore remain a purely aesthetic form,
the backdrop for humanity passing by. This is a form of art that turns to the
public in an ongoing fashion, an incidental visual or figurative experience,
fleeting before humanity, sometimes leaving an unconscious mark. In that
sense, it has the potential to be an experience that exceeds the didacticimage
it (may have) originally contained.

Another important distinction to make is that wall art is different from graffiti
(an artform also focused on artistic expression in public) as it is almost always
commissioned. It is invited to become part of the official nature of the public

space and address to the public at large. In contrast to the intrinsically anti-



establishment cultural roots of
graffiti, wall art is engaged in
a complex relationship with
the narrative espoused by the

establishment, at times as its

mouthpiece, its opposer, or even
its overt or covert judgement.

This project examines the
relevancy of wall art today -
what significance could this

artform contain? How can it

exist through institutional
sponsorship? What role and
status does it have when
facing the passersby? And what
is its relationship with the
visual urban landscape, now
dominated by a neo-capitalist
economy.

The gallery spaces include

sketches and works by three

leading Israeli artists active

from the late ‘sos: Gershon

Knispel (born in Cologne,
Germany 1932-2018), Avraham
Ofek (born in Bulgaria 1935-1990), and Pinchas Eshet (born in Romania 1935-
2006). In various stages of their artistic careers, these three participated in
thelocal wall art tradition maintained in public sites, employing numerous
mediums - painting, reliefs, and ceramics. However, they each in their own
way deviate from the fundamental logic behind wall art as it evolved from
the 1930s kibbutzim dining hall walls, the military bases, and government
institutions. Their artwork offers a unique perspective worthy of investigation,
asitproposes anew perspective on the possible significance of wall art today.
Gershon Knispel created large-scale paintings, ceramic walls, and sculptural
reliefs of iron that decorate public buildings in the city of Haifa and its
surroundings and in Brazil. Among his best-known works are the Paz
Bridge and the facade of the Haifa Sports Stadium, the Dimona municipal
building, and the monument commemorating the fatalities of Earth Day

in Sakhnin that was co-created with Abed Abdi. Of the social-realist style,
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Knispel’s works dealt with local
political and social issues. In
his early career, he was known
for large paintings on canvas,
the most noted of which
was the 1950s painting “The
Employment Bureau”. Later,
he developed ideas for wall
paintings in a singular style
characterized by heavy square

segments of aluminum that

shaped an array of crevices and
protuberances to emphasize
the image created through
filtered sunlight. His imagery
often focused on figures rarely
seen in public - Achmed, the
Arab worker waiting in line
in an employment bureau
office, along with all the other

unemployed, immigrants from

Morocco arriving for the first

time to Dimona and leaving

their culture and legacy
behind them, or stooped-back
manual laborers. In that sense, Knispel’s wall art brought to the forefront
the marginalized and disregarded instead of the heroic and the sublime.

The large murals by Avraham Ofek were painted, among other places, in
Jerusalem'’s central post office, the Tel Aviv University main library, and
Haifa University. The exhibition includes sketches of several of his works,
testimony to his misgivings and reservations regarding Israel’s social-
political reality. His preliminary sketches and drawings for “Dream and
Reality” (1984-1988), his most important mural exhibited along two walls
of Haifa University, reveal the duality between the utopian national dream
and the multitude of ways it devolved into a nightmare of corruption. The
uplifting and idealized style in which the figures begin on one side of the wall
is transformed into a series of demonic and menacing images at its center.
Sketches for “Quarrel Over a Plot of Land” (1970), an outlined proposal for the
IDF Central Command dining hall that was never completed, reveal a violent
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and graphic struggle. Men are seen fighting each other in an orchard, bare-
handed, depicting the violence of the 1929 Massacres. Here also, Ofek’s work
strays from the traditional role of historically centered, public wall art, no
longer inspirational or an attempt to present viewers with a chosen narrative,
but a critical and subversive vision of the future to come.

Unlike Knispel and Ofek, Pinchas Eshet did not address social and political
issues directly. Eshet was a multitalented artist that employed a range of
techniques and styles in his works. He was one of the founding members of
the “Eser Plus” (“Ten Plus”) group, and during the 1970s developed a unique
method of creating 3-dimensional geometric shapes to produce colorful and
abstract paintings, Pop art sculptures in bold hues that were hung on walls.
This series included works exhibited in 1975 in the 13th Biennale in Sao Paulo.
Among his most famous wall art pieces were a ceramic work that encircled
the internal space of the Asia House lobby in Tel Aviv. Eshet often worked
in abstracts, whether color, form or volume, focusing on the experiential,
aesthetic, perceptional, and conscious dimensions of the public space.
He did not attempt to reflect figurative reality, but instead created visual
contrasts that evoked reactions and introspection among viewers regarding
the familiar and the mundane. In his works he aspired to undermine the
obvious elements of our sensory environment, and to do so in the public
sphere through daily and random encounters.

This historical exhibition presents the sketches, layout, and documentation
of several central works by these artists. It looks into the changing nature and
particular distinctions of this intermediary generation; while upholding the
traditional relationship of public art and commissioning institutions, they
also broke from the national narrative of the previous generation, through
either critique or by expanding beyond the confines of public walls with
abstracts. These works and the deviation they create are an opportunity to
consider a possible rationale for contemporary wall art in our changing public
arenas.

The new series created and planned in this project dwells on the walls of
public spaces as they are today, leading to a fresh perspective on space and
our human habitation of it. The work addresses historical aspects, ideas, or
other familiar styles, proposing a new, alternative, or combined logic; the
objective is to think on what is contemporary in public spaces, on local and
competing narratives, and on the potential to create environments that are
not designed merely to meet neo-capitalist guidelines.

Some of the works in the project deal with the material nature typically

associated with wall art, along with the juxtaposition of its traditional



monumentalism and the erosion and transience revealed over time. In
recent years, Ra’anan Harlap created a series of wall artworks from light
materials, such as reused wood planks that configure various geometric
shapes, 3-dimensional pieces that seem to have been crammed into the wall.
The transient material nature of the works, much like the one produced for
this exhibition, are a contradiction to the heavy iron and concrete of the
latter 20th century, no longer seeking their eternal permanence. The work
presented here depicts an area around a pit, a gaping and seemingly endless
shape the audience may delve into in their imaginations.

Other works in the project offer up other genre ancestors and new connections
between wall art and visual urban spaces. They join a different historical
sequence in the visual wall art landscape. “Jessy”, a work by Alona Rodeh,
was inspired by the relation to billboards and branding so characteristic
of the urban-commercial environment, one that has taken over far more
space than any art. In this work, the brand focuses on the neighborhood in
which the Center is located, the possibility of celebrating its existence and
the social-cultural role it plays.

“Entrance A (4 Haamorayim St.)”, a work by Hilla Toony Navok, relates to
office signage. The shapes and materials that comprise her work are familiar
from lawyer offices, hospitals, and government buildings but the signage
is stripped of its content, left only with its original shape, providing an
unforeseen vision. Thus, the material characterization of the signs becomes
a figurative sculpture made of materials from other fields.

In keeping with works of Pinchas Eshet from the ‘70s and ‘80s, “53 Balls”
by Shachar Freddy Kislev deals in the beautiful shapes and geometric
landscape of architectural walls. Kislev uses colored ceramic tiles that
coalesce into patterns that create order, fluidity, and form on the Center’s
entrance wall. However, in this work the artist’s decisions on aesthetic
arrangement is completed using an algorithm. Kislev created a software
that generates patterns of laying ceramic tiles with a simulation of balls
falling on curved bowls, veering off with the encounter with each ball. Here,
the artist’s role entails defining the rules by which the program organizes the
shapes to formulate sequences and sub-sequences of elements in different
directions. Inside the Center is a presentation of the algorithm for this
wall arrangement.

Elad Larom’s work on what was previously a school gym is founded on one
of the most interesting concepts of the wall art genre: political murals that
reference the national conflict in Northern Ireland throughout the latter

half of the 20th century. These are large works usually displayed on street
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Kislev, 2019

location. These basically function as posters depicting real figures or actual
events associated with the struggle (protests, terrorist attacks, victims, and
emergencies), along with political slogans and symbols. Through such wall
paintings, artists throughout the years managed to actively participate in the
struggle and distinguish between the warring parties. In planning his work,
Larom gathered materials from The Complete Jessy Cohen Museum™* archive, as
well as children and teens that use the Gym* as an open space. The historical
records and recognized images are deconstructed in his work, reassembled
with fantasies and popular imagery of the site and the still-unfolding story
of the Jessy Cohen neighborhood.



Additional wall paintings created in the neighborhood in recent years in
collaboration with the Center include a work by Aurele Mechler and the Gym
kids on another wall of that building, from 2015; this depicts a lion inspired
by Bob Marley’s song “Lion of Zion” and reggae culture in general. Another is
a series of paintings titled :The Ten Commandments of the Shomer HaTzair
Youth Movement Following Shraga Weil” by Meir Tati (2011) at the youth
movement’s branch in the neighborhood (5 Arba Aratzot St.). In the gallery
space one may see the wall painting outlines, originally created in 1946 by
Weil, with colored circles that create a disruption that distills the image and
poses questions regarding the nature of these ten commandments and the
relevancy of this youth movement in contemporary times. This links wall
art and the local narrative, weaving a tale about and with the locals who
live there.

“Cultural Landscape” by Itai Raveh, exhibited in the gallery space, is wall
art that deals in wall art. Raveh creates collages of paper and light materials
showing fragments of existing wall art and other popular images. The
combination connects this wall art to its local surroundings and narrative
as they envelope it historically and spatially. The associative connections
between art and its environment proposes a possible interpretation of wall
art’srole in the broader context of local cultural imagination and how it ties

into the landscape surrounding it in the public sphere.

-~ o~
.

The exhibition and project Murals are part of ongoing research by the Center
for Digital Art’s Institute for Public Presence.

Our thanks to Mifal HaPais and the Ministry of Culture, as well as the Ofek,
Eshet, and Knispel families for their generous contributions.

The project is aimed at producing a series of new works in Holon in future
months and years, rehabilitating existing murals, and conducting a series of
academic and performative events to explore public environments and the

many ways in which artists may influence them.
Udi Edelman
*The Complete Jessy Cohen Museum and the Cym are long term projects by artists

together with local residents, taking place at the Center for Digital Art in

Jessy Cohen, Holon
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Participating artists:
Avraham Ofek
Pinhas Eshet
Gershon Knispel
Shachar Freddy Kislev
Hilla Toony Novok
Alona Roddeh
Ra’anan Harlap
Meir Tati

Elad Larom

Itai Raveh

Curator: Udi Edelman
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HaTzair Youth
Movement Following
Shraga weil,

Meir Tati, 2011



‘X D713

(4 D7x110x0)
n%7a ,(n11nn)
2019 ,p111 711D

Entrance A (4
Ha’amoraim
Street)
(sketch), Hilla
Toony Navok,
2019



mn»p 1P MMy 2w M0 T7R2NN 022270 0777 07NN 1712 0¥TR P N IR
NN27207 7PN MINN NN IR D717 172 IR 77900 .0NK 07721918 01
172 0772DNNIOND 0711270 .N22ANM NP NP0 N27NAN NMIN LIV MMPRN N0N
M7 207 77YN2 RPN NTAY YR MR 7237 NPIWaN MIwna D7YNA NN27207 NINNN

27NN 2ANINA NN 20N NN PR MpNn MmN AT 2w

~ o~
.

M2 MN21Y7 NaNN 2w RINNRN 7NN N1I0N1A DM RRNR D177 DP9 NAVAN
210,207 T NMINNY 129102

NWY ,P2IN D2INND MNAWNR 2 27710 1V17021 MA1N 2N27m 0790 »van NaMmny mmn
28017

N27202 MWTN MMAY P 1770 MNAN DY 0’21PN D'WTINA N2 QNI DP”11aN
7MY 0772°DNMNMANA1 07217V D7VITN DT 07721 MR 2V V2ANA2 DpwY2 11210 17N
.Y VAN DINAN YR NPIWANT MNRD 0727721 N7 N2780 127202 DANN NN

MNY7TINITIN

NNAW ARIN NINWA DINAN P NN 221N D0P7111a DN 021NN D7wn 103 709 INTIn *
11210 ,)N2 702 770727 T MANNY 12702 DM pnnn



2NNIY 11191NN NNMY1 NNMDNA DYRY DNN 7NN NN ,L,ATINNNYN YW NNTay 049"
NTI2V2 .NINN NTIAY 2210 1017 2171790 NN YV DZNWN N2 DTN IN0N-2217INN
NN NN NNYR DN 1IN MIWAND 127100 1212 1A AN NN Monn amnn 1
.00 M2IN-"N12N "IN YY2 DIpna

MMYY NNYY NN DRI L2122 MM AP0 YW DNTay (4 DINTINAND) ‘N ND7”
mMD72N 117 071211 NTIAYN NN 02222710 DN MMIND 2 TIRN 127w 2w NNnY
DYWOIN D17'WN N2 22N ,07N7WNRNR D TIWM 07210 202,27 T 27 Y 07 TIwn 1M1
17AND .WNIN NN NIINY NININ 1NIT2 MIRAND D2PYN NN P71 0MN1Nn
.0 NN MNNAPN 072120 DNINN 227N 2087 1T 191N 1910 DI2'Win 7 mnn

102 7778 N YW INTIAY ,DNYM DYawN MIwa DYy DN 2w "MV 112
NN WNANWNI1202.722771TNN 1770 2 7IDNINTD 91221 MAa? MMNa Npow “0MTa53”
7 ND2N 7P 21NV NN N7 AN 2 N17A0N 777 D'WAINNN DIVIAN NpRR
1702 .0DNMAYNN N21DY TDNOND NT02 1NND YW 1T{7an Vo 173NY NPN 1200
D72 YW NPNYI0 MYNNNI NP'RIPN NwIay 00T NY21NNnn Aawnn NN Ny
N2 TN DY VI ORNNA INYW NY1IINN NP2 NN NIRNN MR 20 MmN Yy 02an
N 72NN NTON NN PIND NINNN DNITYIA D200 DN 17 TANY NN RN YW I1Tpan
NN NN T2INN N1AN NN .0 07211722 DDINYN Y NIWN 79871 07a87 NN 7T
20N Yy NN PNINNIM 17PN MT0Y DNTAYND

TNR Y NIYWI 72700 DNNNAY 12YW2 DMADN 071N 721 7Y D112 TYPN 7w 1NTaY
710202 10N NN D?7D21870 1PN N R NMANN 2R 077900 071YN MMpnn
078372,0°21T2 177 71782 121TA .0V NINRD YW N7IwN 78NN TI2717N AN 'MINDD
NN 1AW NTNY ONNNA NN N DT TN Y 27071 0787100 ,0702 MR 1IN MmN Y
7ANNDY DMMWPN D?DIPNR DV MMNT 222 7772 MATNNN M2 DT T Nwyny
1N MYNTIND .D721001 ND7218 MNND?0 TYY (0712wn MNP M0 Mapnn,maan)
MIN2NN MDY PANNA Y79A 191N 1NNYN D2IWN 1INY DNMIN 1YW DINAND 1790
D720 *07win 1012709 IN?TIN 172NN DN Q0N D112 117NN NN 1NINY .07 77NN 2
07210 0N TM 07711D07NN 07IMNN .MNS 2NN *07IN1 D'WNNWNRN Ivm
1122 NMWPN 077121918 07T N1PTDIA DY TN N2 02279001 1071782 018NN
N2 70 NN Y WNNNN MA021 DIPRN

TAND :T2INN MY7WA N701P2 MNINND 072 NN2W1A 1IN 07NN 77 17N
NAN?IN NTNADYIND 7727 DY NAMPYNA 17198292210 27N 7T 2V IN1IY 2172 177 117N NN
JNND 7NN MAM 20 212 Yw “Lion of Zion“y Mmwpn NN 027 121,2015 Nawa
NN T ZV NN LD NI MIApYA 1YND INIRN 2 M1 TH DwY” N N7T0
MININ NMYNN 22N .(5 MNIN Y2IN 2I07) NNAWA 1YND IMPN 172 2011 NIW1A UND
7212291 P12W NADINA,1946 NIWN 2771 NI YW 1711781 1NpnRw 170 117N W M121ann
291 1YND INIYN MN2T 2 177918 PV 21WNY NINTH MNTN YW Nbwana wnwnn,vaN
JMPNN 270727 1770 MINK NN 17PN DN 2N D'WRan 28 22127072 107w N171avn
.D7%V1 D1PNN 722 DY TN? N9?0 190N

MINN NIV 77 MINN NTIAY NN L0720 2202 1 N 2w inTay,“mann 01”

[——




9N 17pX N1
07910 ,171X
onia ,ap’nip
1983 ,nwy

Asia House Tel
Aviv, Ceramic

Relief, Pinhas
Eshet, 1983

NN ND2Y 117071 IN2 1PN .PNYTINM NPRINN N0AN21 ?N711N-"DNONA TPnnn " M0
1217 17072871 NN NOIND PYN 1IN D7MTA 077127 NN RPN, D778 DININDD
Mwy>1 ,N7WINN 1202720 W 12NN 12100 2V 1VIY2 MAaNIw 7MmMay .01rnra Mimm
.MM DR MYpnin 17T N8N 2NN D) NINT

21 NPTIINN MTAVN 1N NNA YL TV N7AN, N0 NINN N MD07NN NMYNN
TANW,NT 072722 N T2 MTNINN MIN2ANM NINWNRN 7AND YV DN NYNN NN .AYN DINN
ND) TN )T 7 TONN DN? 1IN NNY?PNNN N7 N22N MR NTAYY IWpn YV W NROM
TN NN 179N "MINY 727070 NN AN
NPNMPA YW NNM0N NT'NAY 12 ,0Mpn
7772 YynwNNN LINYNN NPNTAR P
2NN NYN MY .OWeINY 12YM P N8N
17T NINTH DN MY210Nn 10w nboNNn
D202 ,0172 177 NMINNY MIWanN 11770
.DnNwn 0NN

1INNIIY MPTAN MTIAvn D170
mMaNIw N1 BP9 N1IA0NA NMINNM
,’2°N0 2NN 21N PR Yy wn?
N7NWN V120NN 2V WTNN 1IwN2 120N
D217aNY NDNNN NTIAVN .12 NWIIND
D’7217 1IN0 IN MY 07700
IN 270 ,WTN 11770 NYINMm 0NN
21WNY NN NIDNN NPNRY 0N 22MYnN
02'0D71 YV 22780 ANINAY MAYN YY
7INY YNINIDIAN YV ,07mpm 0NN
-1N) 0722272 %Y 77 MaNIvN 1N M220
.0”poYDapR

mpoy DP9 MTIAVAN P2N
7PN MINNY N21772I1ND MPnIna
n20IMNNN 12w Y511 ,N?NDoNNn
01702 N23Nnn M7t Mmmannn 127
MNINND D722 N7 94270 12v7 Nt
nnNT,0p 0DINMNN 177 MMAay Y N1To
YN 10NT1 N3 D7 TNN-NYN DDP?2IN,N1IDNINY NN MNTRN MM Yy mp
797N2 NRPPNN,NT DPMNAY NN T2V 102 ,12MTAYA NPT NMImnn 'pn
NWPAN NIN,DMYYN NINDN 2R D710 17NNN2 1IN MTAIN 102N 21120 MTMavy
N791027N NN NNTIY M2 N0 N7 NI NANIND DTV MR Y1271 7NN Ny
N7 NN 210NV 1nnn Ynpnw

777N MINN 172 0'WTN 0 1127N 07NN D22I0TP MAN MYNN DP1782 MINN MTAY
JMTNN 7PN 9122 NIW D000 NI MIANNN 1N .077171°YN D7MThN 022NNnY



np'n 7y abbp
n11nn) vinp
179 11789
,(“1723 n11¥n“a
,791X DNNaR
1970

Quarrel over a
Plot of Land
(study for
proposed mural
at “Mesudat
Kfir”), Avraham
ofek, 1970

M2IN NNNN DR NNWRIY NNNTY D700 171700 070NN ;0NN 07702
WYMnNN NN NPNT NN?220 1717720 107787 0T 12112 .22 22182 NN 7TV IN ;DI
.aWAN NN NN N2 INTM

,07711772 772910 INITN 177322 1070 1721731 P9IN DNNAN PW 077N 1PN N
NMANIN N217YN1A .NAN NBP?07222INY 102131 272N 70 ND?07222INA 1777800 17112
1D7219-7N712NN ANNNN MAN0N NN 101N M2V MAaN 1NAw PMTAYA NN YW MNpo
M2 NN INTIAY ,(1988-1984) “11awr MZNN“Y N1aNN 1781 MNYpoa YN
DIDIND 017NN 172 M27820 122NN ,N87N ND0712INI MR W 7 D17INY NININN
0'2'NNNWY 0nT.0NY2% 017NN NN 0729100 NANI0NN M222000 229187 "INYD
MNNM NINZA MY M7MINT 2 07702 022010 TAND TN 2210IN1 117 DM 112202
121NW P NY nn 'nw (1970) “Vipap Niz1vn Yy nbbp“a .nTavn YR NTana
0”772 DMNY2 12 22721 D728 PANND 122NN 1271 T8 070212 21NN 1ThY YA N
770,07 1202 . D97IN MYNINNL MYNN NN IND 7178 - DT18210Y7 N mawn
PN . NNN 1PN NTIAY YW M1 DN 2R3N M00NN TRaNNN 1NN PaIN Y
NNYT NYN OTYIN 27072 210 1NN OpnY IN N918D DN 9IN0Y MNNY MR T1 1N 1T
.DYT NNI2ID LRYNAN NP WIVN

w7 191N 07219 'NT2NN DINNA Y11 1PN NPY DNIa ,p9INT »a0npn Nnnwa
172 NY1 1NN ,01Y8 WY NNAR YW TOMNN 1YY 1NN 11220 1N DN DY
071782 N17ANNNY NP TIN 077120 NNA DYAWN MIw 127NN .0717 M0 Mo
02NN 0’7TH 07vAN] 07318 0704, TAN-NYN NA1 72V 07DWAaIN 07719AN 0?IDNINY
MTAY 172.1975 NIWAIYIND INDA 13- NYINA 1NN NID NPN MY NNT0 .0 Yy
M7ON N2 7w "M2180 22170 22N NN NADWN NP NIPn NTIAY TN1NA ND21A Y PN
2NNIY DN - N2 07N ,VAND - DYAINRA 7102 NNATN DY 21NN . 27AN N2



77107 N17710
,(p19) 17170
77yn nXVIn 071X
1132 ,1311077
,79071p
1978-1977

nx79 01977
2179198

The History

of Moroccan
Jewry (detail),
Dimona City Hall
Gershon Knispel,
1977-1978

Photo: Liat
Elbling

7NI21258w 07730 DINN NRIZY 2 MTIAV MNP0 NN N1vNN 22N
POIN DNAN (73107 1272 7211 ,2018-1932) 29071 1WA (0NN MW Mon 2NN
0N .(N7amn 7wNA TV ,2006-1935) NWY NI (N77A212,011122 T211,1990-1935)
NNPNNN 7P MINN 2w N'MpnR NMONY NPNINRD 0NN YR 01w 02272187080
23 ,NINT DY .NP M1 D220 17N MM MY Mi?2302 INT WY 2 N2NND ANNa
2NN WANNW 793 7770 MINR YW *TI0N 117702 DN2 NN710NR NPON N7 12771 TNN
DYWL MTON Y2MA 1721 077NAN 0707022 ,0°N12772 P2IND TN MR %Y D'2win nawn
WTNN 21N 1170712 27 17728 w72 "IN MTNIN M2702078 MN7pnn NYN MmMava
1272 PR MIANRK YW NIWAND NNMyRn Yy
21722 0721078 0'D72M NP M ,07TRN 21T 071N I8 Ya07p 11w
T2 WA NN MINY IwaN MNNnN 7MY OV 2771221 Na7N 72072 MY 710 0710DYNN

172202 TN 017 70170 12717 NDITIND, NN T2 NNYIND O2IN,N87NA DNAbN »2'N N Th

DN112 17001 "N12ANN DTYNIN 170021731 1PMTIAY 2 TANY T2V OY TN I8 DNINY
2WNM 12INNW 0217 Y DTN 2171 011782 2’ NNN 2207 .07Mipn 07072191 0770120
MT2YY 1M1V INNANN 1N ININD .07WMNN NN “NTavn Nawry” Min Dnaw
DWpPW 77YN NN DNMNY 07012771 D772 DMIYN 2YDPR 12700 *TIN 112202 17
02772 M27 0YA 1P0Y DM TN .UNRYH MN MONA MNP TH NN D'R2ATRN MDY
DY TN N2V NIWY2 N2 N2NRN 22790 20180, TRNN 7112780 1NN 07 170 NoWw



o | Al

NINWNNNI’ND VNI 1PN MINND DNANNY JWnnn DP9 YN NN “Nnp”
mTMavnn p2Nn.MuTN MT2AY 1770 7717,)271222 7112780 ANTIN2 NMpn NN DN N
.10 TPV MATNY M2NN MINNT, D202 T NINNY 12700 DNNN2 7N

2V NYNIANN N2MANN 17787 NN - N78Y 1YT) 171292 VA0W I - NP7 MINR
M1 YNIW? YINIIT N0 NYEIN N77TIND NN1INA NP2 TN M27201 07220 Mp
NLYYW MTOINA 0731272 DWNANN MW N'WY DY ,0wYN INNRD YW DwI17win
NN NN N NNRY N2 Upan pn 11787 72 1910 N1ay 071779 07NATN 07NN
27WN NIN N80 1IN 177120 2 NMDPYIAIND DY 1127w 100 72V ,070VN YW )
N0 N7NAN,NT 1N 4NN NPDPT'T, MDA 727 DY N77DIMNNN NN
NIPWNT 12102101 017182 10,200 702 MTMavn 2w 077180 NN 177822773900 177290
NMINYD 1NN WTAN P TINN 27071 70 1NN PR ZRIW7 YINA TR0 MINN 2w
12200 PN ,NNTRY DTN 12 DRI 1T NN 1770 MINNA 07272100 DTN .ANNa
.Nmpnn MwTNNNY ™Muonm

MMN 2V NN N2N,01RY NYPRAN N’NY 270710 170N 27 NN D117 MINN N
.N17127IN M127202 12NN §7PNRY 1MDPDIIN Q11,07 NN NMPRA D0 ,MNnN
IM1PNY D1 02127 12°a%1 N2 NN ZW AR1TRa DAY NN N, MINDITIND 7112
2NN Y02 NNaw NINNIT.NMAa 2y Na’2nn NPWiaNn N27207 vy, 7222 N7DNON NMNd
NYaDn 0NYAaY1 2 IIND 21N MPN-N2 ;12 DN0 NN N2271N NN JwWnnn 19182
(*21N)w OPTTN MTN 1A INNN TNPNN PNINIDIA 1270 N AT 12N VTN NP DN
Mpnany i

mnNay u »N27°8N AN NTMINN NNNN D1771YR 707973 71787 N7 MINN 172
N?1.N?TONN NANTM NNI0N DNN TN DYNI NYNIAN D177 NN TNN MPY 2T7a0
712712 1N27202 MANY 177180 727NN 2NN YW NI AINGRA 720 1R DINTn
00N’ NN»PN N’N 2 TONNR-DIN 17NN NNANNY ,’D87N YW 07Mann mmpn?
N’ DN7YY N 191 NN NNWNID DN DT Wpan Tonnnw 2°0110 0y 02220
102N 11222 1NN NIPan 0Nv21 12 Nannn 0

N2127 MYNWN TN 127271 NP7 MINRN 7 117012270 DN NN1AY QNI 0T DP1a
T'PAN N7 ' DTN TN 20270 NM0NA 07PNNY 12127 NN TN 2012 NN Ny
DYWIN "NV YMITN 11 DY NN?PR NN 0N TR 20718 2V 92100 M2°ND 210 TRym
?7N7D077D7aP-1N1 12222 7T PV D7MN 19182 LYNI






nuAK bavee AT
11318 AR

AUIAKY 1axw raIAn
Akl I, AL ILRERL |




