PREFACE

1.  My Journey into the Zone of Breast Cancer

I began this particular journey almost seven years ago, in 1992. However, it really  took root many years earlier, back in 1973 when I first took up the art of photography, and perhaps even earlier still. In  1959, when I was seven years old, my mother had a mastectomy. Neither my sister nor I knew what a mastectomy was, or what disease mother had.


I do not believe that things happen by chance. One may not know the reason for doing something at the time, but later one comes to understand the subconscious link and the context; There appears a willingness or an openness to approach or relate to a specific issue. An ancient oriental proverb - “When the pupil is ready, the master appears”, was what I wrote on the walls of my 1980 exhibition.



So it happened, perhaps not quite by chance, that I began my intensive involvement with breast cancer.


 
Mrs. T., who has been a friend of the family and an artist-colleague for many years, was diagnosed and then treated for breast cancer. We were there, merely listening. She told us of everything she was undergoing - the treatments, the surgeries, and the agony.



And then, when she founded “1:9” 1, (a non profit organization established to support women with breast cancer, during and after surgery and treatment) she asked for my help to raise public awareness of the issue.



It was only natural for me to offer with my professional skill and talent – photography. I was already a well-known art photographer, dealing with subjects like 

family, sexuality, gender2 and  illness in my photographs, and I now brought all my abilities and strength to bear in this new, photographic approach to the subject of breast cancer. I already had long experience in the tools and methods of photography. Women referred from the 1:9 organization began to arrive at my studio.

It was only later that it entered my mind that the reason why I had volunteered to  work for the 1:9 organization was probably because of my personal background, which had opened my awareness.

Looking back at my art photographs, I realized that I had already begun dealing with breast cancer a long time ago. Looking again at photographs such as “Self-Portrait with My Wife” (Plates nos. 3, 4), or the series  “Study of Male and Female” (Plates nos. 5,6,7,8,9a, 9b,18a,18b) and many others, I realized that I had been involved in the issue even before I started this study. Breast cancer as a subject was present, waiting in the wings; it was there in my work - to be opened up and revealed .



In 1990 I had studied art-therapy for two years, which equipped me to ask myself new questions such as: Why is it that I am constantly preoccupied in my photographs with themes like  “family”, “male and female roles”, “gender”, “sexuality”, “my  parents”, “my children”, etc.? What are my motives  for dealing with these issues? And what comes out of my photographs?



I swiftly understood that I was not going to change my profession to that of therapist. My willingness and ability to absorb the other’s problems was restricted and 

limited. I was well equipped to deal with my art-students’ problems, diagnosing and opening up issues whose presence was felt but unspoken due to social norms or embarrassment; my guidance led to wonderful art work by my students. But I was less equipped to deal with a “therapist-patient” situation. 



Back in 1992, I observed a group therapy session in the “Shalvata” closed mental health institute in Israel. It was then that I was asked to work with a teenager who, during the Gulf War, had started to have psychological problems. Closed off with him for half an hour in a small room, in an intimate therapist-patient situation, I found that my energies were being drained. I was astonished to discover that I felt fear. 



What was I afraid of? 



Perhaps it was the realization that the “rules of the game” had vanished, which shook my normally distanced perspective. 



It was only in the group session, when one of the participants was masturbating openly, that I realized that I’d reached a zone without borders. It was this total disregard for borders, which threatened my existence. These patients had reached a point into which I was unwilling to go. Suddenly social and cultural norms and codes had disappeared. I was frightened by this shattering of the taboos. Perhaps they were right, and I was wrong. Suddenly I no longer knew what was “normal” and what was not. I suppose that with time and practice one acquires the tools and skills to deal with it; but I was young and new to this practice, so it really affected me.



During this period of study, nonetheless, due to the group dynamics and activities, I had the chance to see how gender topics reflected on me. Although in the minority (only two men in a class of twenty women) I drew upon my life experience, acquired from male-female relationships, daughter-father reactions, etc. In the group and through the group approach such issues were raised and discussed openly. This psychological approach was new to me. I had never previously experienced any sort of psychological treatment. It was in this group that subjects like sexuality, dominance and power-games, were spoken about. Such issues are usually present - but unspoken. They function beneath the surface, deeply affecting one’s behaviour, but are never referred to.



I started to re-examine my photographs, trying to re-evaluate what I was doing. As I have already mentioned, nothing occurs by chance. It was surely not by chance that I had started to study art-therapy, but I also knew I was not going to make this my new occupation.



Pursuing my art work, I saw that for years I had been trying to understand and deal with personal dilemmas through photography. I enlarged some of my photographs to huge dimensions 3(180 x 125cm), as if trying to see better. 



I did not undergo a process of psychotherapy, but I dealt with identity by  doing a series of “self-portraits” (Plates nos.1,2,3,4,13a,13b,14 ,19 ,21).( The “Slave”(plates 13a,13b) was done after  “ The Dying Slave”( 1513-16) ,I believe this to be one possible interpretation of my intentions; there may be others too.

          I experienced all the turbulence, that surrounded the birth of my first daughter. In my own work– “The Expulsion” (Plate no. 10) a photographic interpretation of Masaccio’s  work 4 “The Expulsion from Eden” (1427) ,it is the child that expels us, the parents, and we who are forced to leave paradise. Previous to that period, I dealt with the issue of  “size”, as if by “measuring”, that is by photographing, the male penis. “Size” is a great concern for male identity, relating to all those measurements, which undergo alteration and competition to display how much one earns, or the size of one’s car. I dealt with all those issues through photography.


Following the accepted social codes, taboos and norms, few of us speak openly about our dreams or erotic fantasies, despite the unspoken agreement that this could enrich the sexuality of one’s married life; and that both men and women engage in such fantasies.


I took the legitimate way to express my fantasies and dreams - through my art. As a well-known and respected artist I am free to do whatever I want without being 

judged as being over the line, insane or a pervert. I do what interests me in my subconscious without fear of moral judgement taken out of context. That is the power of art. I am judged by the codes and norms of art.


I asked myself why I deal so often with the piéta motive (Plates nos. 11,12). In the Christian culture, the piéta deals with death. It also deals with a phase of  being powerless. The Virgin Mary, as the “great mother”, holds Jesus. There He lies, powerless, in the arms of a woman who protects Him. What a pleasant feeling! Is this protected powerless position derived from a feminine approach?


Or, when you lie in the arms of the woman you love, is this not simply a repositioning of the basic mother-child situation? How is this connected to 

breast-feeding  and to our cultural perception of the feminine breast? All these questions are raised in a theme that repeats itself in my photographs. I usually place myself in the arms of my wife, or of the female model with whom I have worked for many years.


Does it have anything to do with my personal biography? Historically it does not appear to mean anything,  as neither I nor my mother can remember that far back. 



In the Israeli “macho” culture a desire to be protected by a female does not concord with the normative masculine perception. In our military society, constantly faced by war, we are taught, to protect ourselves and protect others, as a social responsibility. Yet it is only human to wish to feel that someone else would protect us. 
Positioning myself 5 in feminine roles and positions within a large body of work (Plates3, 9b, 13a,16a,18b,19) which I  began it in the seventies, dealing with roles of gender in our culture, with dominance and perception of what we expect to be masculine or perceive to be feminine, challenges the viewer’s expectations and attitudes. When such a contradiction emerges it elicits tension. Is this the destruction of masculine and feminine functions as we have been taught to attribute them to men and women? 


The question is still unresolved and remains to be explored. I choose to raise those issues in my photographs, and not to avoid the resultant uncertainties that emerge from the work. I accept the anxiety they raise, in me and others, hoping to elicit an openness to deal with these unresolved issues.


I stage these mise-en-scènes carefully. They inhabit a constructed reality, creating a complex and elaborate relationship between a historical–cultural heritage, and the current state of society. I want to make a statement regarding the confrontation of perceptions from the past, familiar figures, male and female roles, etc. with  modern every-day culture. It is a personal study, trying to re-establish the relevancy of elements from the past in our contemporary and sophisticated society.


Sometimes the photographs bear a relation to a specific piece of art. Sometimes the connection is to a generic structure, type of figure, compositional organisation or illumination. As in theatre and cinematography, the script is reworked and the appearance, style and semiotics are subjected to a contemporary personal new version.

   I use the historical prism as a vehicle for interpretation, feelings and ideas. The figures in the photographs are me, and my family. I am aware of the ambivalent role my models play in the scene. We appear not as ourselves but in the role of someone else, very similar to ourselves. It is our identity, and our non-identity as well. I play the role of director, actor and photographer in my own scenes.


Using photography during a period of illness is a situation with which I have much practice. In 1984, just before my second daughter was born, I was bedridden for three months due to back problems. I’ve experienced the betrayal of the body. The mind demands, but the body, paralysed, refuses to heal. The body comes to dominate one’s existence.


I recall the furious anger that flooded me. I remember the efforts involved in using my camera in this situation. The result was one of my most morbid exhibitions: a project, which followed the three months in which, I had to stay in bed, in pain. (The  exhibition  was entitled “L4-L5” referring to the problematic discs in my spine).


Illness has never left my family. It surrounds us, constantly, through my children, and my parents, always accompanied by anxiety, fear and photography (Plates20, 22). 


It was thus only natural for me to decide to undertake breast cancer as a research project. It was to be inductive, trying to learn and understand the phenomenon under photographic study. I entered upon a holistic investigation, sinking myself in the issues and materials involved in these complex situations. It was like leaving on a long journey, not knowing in advance to where it would lead. 


It is the “stations” in my journey, which provide the issues dealt with in this research. The complexity of the situation, the conjunction of feelings, theories and perceptions proved amazingly interesting. It raised all the dilemmas I had been dealing with all my life; with subjects I’ve debated in my work, but this time with the other point of view in focus. 

 It was only after I had trodden this long path, and after photographing twenty scarred women, that I could finally confront my own mother’s mastectomy. (Plate no. 24) There she was, in her eighties, almost drained of life, standing before me and my camera, revealing her scar.


 She said: “You know they operated on me for nothing”.


Now, when she is already “half dead”, when nothing matters any longer, after I had once watched her undergo clinical death and brought her back, she, through this statement, had finally broached the subject.


But it was too late. For years she must have lived with the terrible feeling, and with a furious anger that the doctors may have ruined her body for no reason at all. But no one said a word in my family. And now it is too late. My father, who is just recovering from a stroke, can no longer speak. Now there is no possibility to talk about it, to ask. She forgets; he cannot speak. 6


But no one spoke about it then either. She must have spent half of her life in silent anger, believing that they had destroyed her body out of ignorance, and for nothing. She said when I was aiming the camera: “They found a small tumour, small like a pea”. She did not mention a biopsy, or chemotherapy.


Perhaps it had not been cancerous at all. But all those years she worried, underwent countless check-ups, and bore the burden of her ruined body, while wondering if they had done it for nothing. It wasn’t a subject of discussion in our house. It was never mentioned even though it had affected all our lives.


While photographing I was very technical, busy with the films, the lighting, the cameras. I had to be efficient and focussed because she was very impatient. She said: “Look what an ugly scar they gave me!” And I could not say to her, “Well I have seen worse!” I had had to prepare myself and look at all those other women, in order to be able to look at my mother’s own scar. 


When I work and take the picture, although concentrating totally on the aspects of photography, the scene nonetheless penetrated me, and later it returns, duplicated and magnified in its intensity.


After encountering my mother’s mastectomy I felt an enormous sadness.

Sad that it was too late; sad that I, her “little son”, may have humiliated her by exposing her; sad about all the lost opportunities to have had a more normal relationship with my parents, if they had only been open to the subject and could have shared it with us, their children. A child grows up in his home, it is his only reality; he does not have another perspective, another choice.

           But let us say that we could roll back the wheel of time, and let us assume that my parents could have openly raised the issue of my mother’s breast cancer. Perhaps the tension of her psychological stress could have been reduced, her ability to give could have been different; her constant rage and aggression, her anger at my father could have been reduced. Now I understand that cancer never left her mind, and she stood there alone. It must have been a terribly traumatic experience for her, and one, which she bore alone.


The tension that was always felt in my parents’ house, their quarrels, had its roots. The problem lay hidden, affecting us all from beneath the surface, colouring reality. If only they had been able to be open, they could have shared it between themselves, with us, and received support.


I considered how we could contribute to opening up such a possibility for other families, for other couples to communicate openly about their fears, their embarrassment, their anxiety.



I did not undertake this work as a solution to my own personal problems. I see it, rather, as a partial answer to a universal need, and I’d like to make my own small contribution to expanding the public’s awareness of breast cancer and creating an open space for dialogue. I engage art in this battle.

I adopt Barth’s perspective :

“…. As a spectator I was interested in photography only for ‘sentimental’ reasons: I wanted  to explore it not as a question (a theme) but as a wound: I see I feel, hence I notice, I observe and I think..”7  (Ronald Barthes, “Camera Lucida” pp. 21)

Notes

1                Out of every 9 women in the U.S.A. will develop breast cancer at some time in their life (cited from  McKenzie, K.E., Encyclopaedia of Cancer, 1997, vol. I, p. 174).

2                       “Post Modernism : What does it mean? Rather than a style  post modernism presented photographers with strategic options. To use it more self-consciously, exploring depictions of the body, for example, through contemporary social, economic, and political discourse. As a consequence, postmodernist photographers break into taboo subjects, representing for instance sexuality, (of children, of adolescents, gay men, ..) A second postmodernist strategy is to exploit and embrace earlier styles in art, even styles condemned as artificial, and use  them to make photography”. Cited from Pultz, John.1995)),Photography and the Body, The Orion Publishing Group, London, 5 (chapter 6, p.144). 

3               “The size of the prints gives substance to the content. They read as more than mere enlargements of smaller prints. In the process of enlargement, areas of the photograph that would otherwise escape attention become the subject of observation… The large size of the prints serves to denaturalise the process of photography… We are to see the photographs, and the flesh and the clothing they represent, as material objects, mute without our own projection onto them” Cited from Pultz, John.1995)),Photography and the Body, The Orion Publishing Group, London, 5 (chapter 6, p.145).

4                “…The gate of Paradise is only indicated … The forward moving angel, boldly foreshortened, suffice to convey a free, unlimited space … Masaccio’s grief stricken Adam and eve, though dependent on ancient models, are equally striking exemplars of the beauty and power of the nude human form.” Cited from Jahson, H.W.(1986), History Of Art, Thames and Hudson, London, Third Edition,(p.415)

5                   “Postmodernist artists are too self-conscious to try to exert control over the body of another person. Instead they use their own body as the locus of self expression and self revelation. Postmodernism, in line with psychoanalytic and feminist theory, also suggests seeing an individual’s personality as a performance rather than a set of fixed characteristics. This way of thinking has encouraged” .Cited from Pultz, John. (1995) Photography and the Body, The Orion Publishing Group, London, (chapter 6, p.160).

6         My father passed away during the re-righting of the work .( 14.1.2000).

7        Barthes, Ronald. (1997),Image Music Text, Edition Hill and Wang, U.S.A. (p.28).
2.  On Qualitative Research 
           The field of the qualitative research crosscuts disciplines, involves interconnected terms, concepts and assumptions.1

“These separate and multiple uses and meanings of the methods of qualitative research made it difficult for researcher to agree on the essential definition of the field, for it is never just one thing”1a

      I found it essential to point out the basic guiding assumptions, upon which this study took its initial shape .
          Dezin and Lincolen 2(1994) in their writing “Introduction, Entering the Field of Qualitative Research” comment:

 “Qualitative research is a multimethod in focus, involving interpretative, naturalistic approach to its subject matter…

 Qualitative research involves the studied use and collection of a variety of empirical materials- case studies, personal experience, introspective, life story, interviews, observational, historical, interaction, and visual texts- that describe routine and problematic moments and meaning in individual’s lives. Accordingly, qualitative researchers deploy a wide range of interconnected methods, hoping always to get a better fix on the subject matter at hand…”
“The multiple methodologies of qualitative research may be reviewed as a bricolage, and the researcher as a bricoleur”… 3 

             Bricolage is a term introduced by  Levi- Strause4, (1966)which describes an alternative logic, different from the common western scientific logic.

In that sense Dezin5 defines the qualitative researcher as a bricoleur;

The bricoleur produces a bricolage, that is a pieced- together, close knit  set of practices that provide solutions to a problem in a concrete situation.6(p.2). 

            Weinstein & Weinstain,7(1991), claims that

The solution( bricolage) which is the result of the bricoleur’s method is an ( emergent) construction that changes and takes new forms as different tools, methods, and techniques  are added to the puzzle. … 8(p.3).

Dezin9 (1994) continues to claim that 

The bricoleur  reads widely and is knowledgeable about the many paradigms (feminism, Marxism, cultural studies, constructivism )that can be brought to any particular problem…. 

The researcher as a bricoleur theorist works between and within competing and overlapping perspectives and paradigms. 

The bricoleur understands that research is an interactive process shaped by his or her personal history, biography, gender , social class”…10(p.3).

         Richardson11 (1994),in his article “Writing -a Method of Inquiry” reflects on the postmodernist  climate in which we are acting and its influence on the context of  research. 

“The core of postmodernism is the doubt that  any method or theory, discourse or genre, tradition or novelty, has a universal and general claim  as the "right" or the privileged form of authoritative knowledge. Postmodernism suspects all truth  claims of masking and serving particular interests  in local, cultural, and political struggles. But postmodernism does not automatically   reject conventional methods of knowing and telling as false or true”…. 12

“The postmodernist context of doubt distrusts all methods equally. No method has a privileged status. The superiority of “science” over “literature”-or, from another vantage point, ”literature” over “science”

is challenged. of the knower”13. 

“…. They don't  have to try to play God, writing as disembodied, omniscient narrators claiming universal, a temporal general knowledge;14 They can eschew the questionable meta-narrative objectivity  and still have plenty to say as situated speakers, subjectivity engaged in knowing/telling about the world as they perceive it”…..15(p.518)
         On the question of how much interpretation should there be of data Strauss and

 Corbin 16(1990) claims that  

“Data should not be analysed, per se; but rather the researcher’s task is to gather the data and present them in such a manner that ”the informants speak for themselves”. …”The aim is to give an honest account with little or no interpretation of- interference with-those spoken words or of observation  made by the researcher. The philosophical principle underlying this approach  is that by presenting this faithful account, the data researcher’s biases and presence will not intrude upon data.” 17 (p.21)
          Palton 18(1980)claims that :

“It is a gathering of data from the empirical world without pre-imposing and pre-determined conclusions. A qualitative method provides a framework within which people can respond in a way  that represents accurately and thoroughly  their point of view .

The commitment to get close, to study in a process of discovery. To learn what is happening in a whole. To understand the gestalt, the totality and the unifying nature of particular settings. The understanding of the setting is through a direct personal contact and experience.”19
          Stake 20(1994), in his article “Case Studies” says:

                   “It is not uncommon for qualitative case researchers to call for letting the     case “tell its own story”. We can not be sure that a case telling its own story will tell all or will tell well, but the ethnographic ethos of interpretative study, seeking out emic meanings held by the people within the case is strong. The choices of presentation are many.” 21(p.240).

         Last, I would like to comment upon the debate about truth ,term that is relevant both in the context of qualitative research and in the context of photography. Photographs are perceived to be a true representation of what we see 22 , and an evidence of what happened in reality. Yet what is truth? 

Patton 23(1980) in his book Qualitative Evaluation Methods brings a story that may emphasize this debate on truth.

 A Perspective
A young man travelling through a new country heard that a great Sufi Mulla, also travelling in that region, had unequalled insight into the mysteries of the world. The young man determined to become his disciple. He found his way to the Mulla and said, “I wish to place my education in your hands that I might learn to interpret what I see as I travel through the world.”

 
After six months of travelling from village to village with the Mulla the young man was confused and disheartened. He decided to reveal his frustration to the Mulla.

 
“For six months I have observed the services you provide to the people along our route . In one village you tell the hungry that they must work harder in their fields, in another village you tell the hungry to give up their preoccupation with food, in yet another village you tell the people to ray for a richer harvest. In each village the problem is the  same, but always your message is different. I can find no pattern of  Truth in your teachings.”

 The Mulla looked piercingly at the young man.

 “Truth? When you came here you did not tell me you wanted to learn Truth. You ask for Truth. Truth is like the Buddha. When met on the road it should be killed. If there were only one Truth to be applied to all villages there would be no need of Mullas to travel from village to village. When you first came to me you said you wanted to ‘learn how to  interpret’ what you see as you travel through the world. Your  confusion is simple . To interpret and to state Truths are two quite different things.”

Having finished his story Halcolm smiled at the youths, “Go, my children. Seek what you will, do what you must.”

                                               From Halcolm’s “Evaluation Parables” 24
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Introduction

Breast cancer is a universal threat. It relentlessly attacks women in our western society at an ever-increasing rate.


Upon examining the medical aspects of the disease - the treatments, causes and preventative methods - one realizes that its perception by the medicine has advanced little since the time of the early Egyptians. Despite the enormous technological progress over the decades, and the magnificent list of medical inventions, in the case of breast cancer the concept of solution  has basically remained the same: to eliminate the tumour by surgery. Modern times may have improved surgical procedures and found ways of fighting those cancerous cells which may have already spread - killing the “bad” cells by all means available - but they do not see the patient as a whole person.


If one reads some of the large number of stories and case studies of women who have experienced breast cancer, in an attempt to determine and understand the situation and their needs, as expressed by the women themselves, a different perspective emerges.


The breast is not merely an organ. The removal of a breast is not simply the elimination of the affected tissue. Rather, our culture has attributed to the breast several additional meanings and properties.


A quick glance at the cultural heritage of our society (that of western culture), of painting and sculpture as they have survived in our collective memory over the decades, reveals that the breast is charged with such properties as nurturing, feeding and motherhood- signs of sexuality as well as femininity. So when breast cancer attacks, it attacks not only the body, but also the soul, and affects aspects of personality as well. While doctors treat the body, by “killing” the cancer, other aspects that are also affected by the cancer usually remain untreated: those aspects that stem from cultural sources. Therefore, if we wish to achieve a more complete healing, we must apply cultural means as well.


Sexuality, self identity, femininity, are aspects of the personality that require readjustment and need to be relearned in the “post mastectomy” period. Unfortunately, however, they tend to remain a taboo subject in our culture, and embarrassment and concealment prevent an open dialogue.


 Not communicating the problem does not make it disappear. It stays and permeates every situation and surrounding. It has a powerful ability to devastate.


My contention here is that when issues are brought up to the level of consciousness, and one is willing to hear and accept, there opens up a path for help and support.


Fighting cancer is energy consuming. The effort of keeping it a secret is a waste of one’s most precious commodity - inner psychological-mental energy. I believe that in the case of breast cancer there are many issues to be accepted and dealt with: the imperfection of the body; which treatment to choose; one’s new identity. The entire surroundings need to accommodate to the presence of this disease. To facilitate affliction it should be open to total communication, in order to obtain support. It is a painful situation that involves a complexity of emotional responses.


Every channel of discussion, every “vehicle” for changing attitudes in society and achieving greater openness towards the issue is therefore crucial. I suggest the use of art and photography for this purpose. I propose to enlist the use of a cultural vehicle - photography - in the fight to regain both mental and physical well-being.


Sex and self- identity become constructed to a great extent from an externally imposed set of codes and norms brought to us by advertising and the media1. What we perceive as “beautiful”, or “perfect” or “needed” is constructed by images which we are “fed” by the media. These terms are culturally constituted and internalised. Both genders internalise this truth, and both are manipulated in the same way to believe it is “the truth”. Both are the slaves of a compulsive set of codes and norms.


I engaged in a photographic study, gathering visual information on breast cancer, trying to contribute a new set of images to be included in our data base of visual information. I tried to observe breast cancer from “the masculine point of view”. I made equal efforts to understand the “feminine gaze”; the feminine perception of the subject.


Artists like Jo Spence (1982) and Matushka (1993), who experienced breast cancer and bravely made it part of their art, revealing their process of healing in public, achieved an enormous breakthrough. Doing anything for the first time, and revealing your own pain in doing so, demands much courage. In effect they were actually practicing what Aristotle2 calls “the therapeutic properties of art”. He attributes to art the power of reducing those negative feelings that lead to the destruction of inner harmony. I engage my art in this battle.



I invite the viewer to become an active participant - by viewing my visual project and becoming aware of the “breast cancer effects”. The unknown is always the most frightening situation in human existence. There is, however, an opportunity to take action; to become familiar with how the breast looks after surgery; to become acquainted with how other have attempted to “make the best of it”.

        Assuming that femininity is determined by culture, and that the definitions of what is perceived as “ideal” have changed in the past, I argue that they may change again in the future for the benefit of breast cancer patients. Culture may expand the visual world with further images which would expand the existing narrow spectrum of 

“ femininity”. 


I attempted  to show why art in general, and photography in particular is suitable for the purpose of changing attitudes(part I).

        Through an exploration of ancient and modern theories of representation, I endeavour to prove and emphasize art’s capacity to open channels of communication, to change attitudes in society, to teach us to see and accept.


Chapter 1.3 focuses on the suitability of photography as the specific art form relevant to our times - the epoch of the photographic image, that allows us to see and thereby perceive the world. 


Having shown that art and photography can contribute to the "cultural therapy" of our society concerning breast cancer, I review what has already been done in this field. (Surprisingly given the high commonness of breast cancer in the population few numbers of artists have dealt with the breast cancer condition.)


Part II describes the process of my visual research in the field of breast cancer,followed by chapter 3- the conclusions and implementation for future work.

Notes :

1 Shields, V.R.(1990).Selling the sex that sells: Making the evolution of  gender advertising research across three decades. Communication Yearbook,20, Burleson,BR. Thousand Oaks, CA: Sage, page 89.

2       Lorand, R.,(1991),On Nature Of Art,Dvir, Tel-Aviv.(Hebrew), p.35.

PART I: THE SUITABILITY OF ART TO ENHANCE

      DIALOGUE ON BREAST CANCER

1.  The Role of Art
I contend that art and photography have an important role to play in helping to demystify breast cancer and in bringing it to the forefront of the social discussion. Art (including photography) can be an educational medium, as Plato observed; to bring therapy to the soul, as Aristotle wrote; and of social relevance by dealing with the real needs of people to bring about changes in society. Visual information about breast cancer can provide a unique tool in understanding of this phenomenon in human society. It may be important both for the “healthy society”, and for those families already diagnosed with breast cancer.

Art and photography have a role to play in opening channels of communication regarding breast cancer within the family and society. The greater openness and knowledge resulting from widespread exhibition of such artwork could encourage the early detection of breast cancer, and the saving of more lives.

Living in an era in which the image is a prevalent medium of transferring messages, I endeavour to pertain that we must let the images of breast cancer transfer the message of breast cancer to society. I assert that by using the power of the image, and its ability to transfer messages to the psyche, and by exhibiting in public the imperfection of the body, the scarred body that has survived breast cancer, we may suggest to the viewers another possibility of perceiving beauty and femininity. If we have learned to view our sexuality and self-esteem via visual images, we now have to make the exchange for images that give us back our own reality, rather than impossible myths of perfection. I suggest that we should, rather, offer our society images that will better reflect reality. 


Our culture involves a constant focus on the body as a site for improvement and of an object of judgement. Those demands are all rituals imposed on our society to achieve a bodily shape which concords with what society has determined and defined as feminine. Yet when we assume that femininity and masculinity are culturally determined, than we may ask for the definition of what is currently termed “ideal” to change, as it has changed several times in the past. We must offer additional images - taken from reality as we know and experience it. And reality has a large spectrum of shapes, ages, and forms. The relevancy of the above is that it affirmed my initial sense and intuition that my photographs can be of value in succeeding  in re-educating and changing attitudes towards breast cancer. 
In the following chapter, I shall review ancient and modern theories of representation of “ nature” and the real world, which may help to explain the role of  art in the field of breast cancer and why art and photography are relevant tools for the “cultural therapy” alluded to above.

1.1  Ancient Philosophy  

 Plato

Plato1 perceived art as a skill that imitates objects and defines “imitation” as having three different meanings:

Imitation of an idea - The origin of the imitation is an idea, a notion. It has a non-physical existence, but the imitation is an expression of this idea and it has physical properties. This kind of imitation will never be perfect. Going from the non-physical to the physical expression negatively transforms and changes the original idea.

Duplication - This kind of imitation creates a great similarity between the original and the duplication, and they both function in the same way.

Illusion - This kind of imitation is not similar to the original, they do not act the same, and neither do they have the same functions. However, the imitation deceives the viewer into believing that he is looking at the real thing and not at its imitation.

Plato looks at nature as being the imitation of the perfect “world of ideas”, which is not physical, and is therefore perfect. It never changes, nor is it distorted.

Nature is the world of physical existence, and thus subject to change and destruction. Nature is the reflection and image of the “world of ideas”.

Plato perceives art as being the creator of illusory and false imitation. It deceives the viewer as it appears as the truth. He looks at art as being dangerous and accuses the artist of committing three crimes against society:

 The artist acts in a non-utilitarian way - he creates illusions and imitations that look like “the real thing” but cannot be used like them. If the work of art has no utility in our world it is unnecessary.

 The artist is accused of being deceitful and pretentious - he pretends that he is professional and that he understands the various aspects of what he deals with;  while the truth is that he does not . His imitations create disappointment. Only the philosopher who examines and searches the world of ideas may know the truth.

 The artist, by creating representations of nature, diverts the interest of the public from “the world of ideas”. He focuses upon and substitutes nature and, by doing so, redirects attention to such imitations of nature, as being the real thing.

Plato looks upon art as “dangerous”. Why? Because it penetrates the soul of the viewer. He suggests using the artist to re-educate the “guardians” in the state.

He sees art as having the power to change the attitudes and opinions of its viewers. It allows new messages, opinions and attitudes to  penetrate indirectly the barriers of logic.



Plato perceives the truth to be subjective, relative, held differently by every person; that truth is unique and that the philosophers-leaders  are  the closest to the truth. Art should be engaged to this truth for the benefit of the state.

Plato looks at art from two dimensions:

 As an imitation - art is an action that demands observation, knowledge and skills, all of which are invested in an useless action.

 As a conduit of indirect messages - it is irrational, unaware of itself, and         very powerful in its ability to influence the soul of its audience.

 Aristotle 
 Aristotle2 argues against  Plato’s assertions, presenting art as close in its nature to philosophy. Art has the power to maintain the inner psychological (soul) harmony.

Imitation is a natural and important skill of human beings. It enables us to learn. Imitation is a skill of intelligence. The artist and his audience gain a cognitive utility from the imitative deed, and we feel pleasure when looking at a successful imitation.

Aristotle perceives art as imitating the essence of things. He sees nature as a close and ultimate world that includes the essence and the ideas in its manifestations.

He distinguishes matter from its form, and both are seen as the primary elements in understanding its nature. These forms and matters are fixed. The matter defines the elementary properties of the object, and the form is the essence of the object and determines its necessary. 

Human beings are preoccupied with understanding nature not for the technological profit they could earn from it, but for the quest and pleasure of understanding. 

Comprehension has its own purpose; it fulfils the mental and intellectual potential. 

The artist can perceive the essential and create a specific work that has the potential to represent the essential in its best. Such creations represent all those other phenomena, which have the same necessary general essence.

The power of art is its ability to represent an essential truth.

The artist is preoccupied with imitating essential human conditions and dilemmas.

Aristotle perceives art in two dimensions:

 As a function that seeks the essential phenomena.

 As having the ability and power to search for the truth, and therefore is to be an object for scientific research, like any other human phenomenon.

An untrue perception of the essence:  While an artist can be very accurate in collecting the facts, he can fail in perceiving the essence, in which case his art will be defective and blemished. A work of art is a good one if it truly represents the essence of a human quality. It has no necessary correlation to the facts.

Aristotle attributes art with therapeutic properties. Art has the power to reduce the accumulation of negative feelings that might destroy inner harmony. It has a major influence on our emotions.

1.2 Modern Approaches
Nelson Goodman: Representation via conventions.

In his book “Language of Art” Goodman 3 (1976) deals with the concept of representation. He does not see art as an imitation of reality because he argues that reality cannot be imitated.

When we describe something as being similar to reality, this description relates to our interests and conventions more than it has to do with similarity to reality. Our norms and conventions determine which similarity is appreciated as “true” or “significant”.

If we are willing to relate to art as representing reality, however, then we have to deal with conventions of representation and not with similarity.

Goodman suggests that the meanings we attribute to art works are born out of conventions about those meanings. Those conventions are established through the mediation of art-critics.

Art has a cognitive value. Every work of art transfers information in its own unique language. Every work of art reveals to us “truth” about the world, and we have to understand its language in order to understand what it “says”. When an original artist creates a new language, or a new system of symbols, a gap of understanding may be created, which will lead to a temporary misunderstanding of the work of art by the audience. This will be overcome when the new language is explained and becomes more familiar.

One might ask the question, why are new art languages created if they are not understood by the public? One answer is that new symbol systems are required to accommodate the changing needs of our society, and changing perceptions of reality.

According to Goodman: 

“All knowledge demands a concept; a concept is always as regards its form, something universal that serves as a rule. The concept of body, as the unity of the manifold, which is thought through it, serves as a rule in our knowledge of outer appearances.”4 

Amount: The relation of the image to the real 

What is an image used for? Aumont5 tries to evaluate the enigmatic virtues of the visual image, recognizing its dominance in our epoch and its relation to the real, by using Rudolf Arnheim’s identification of  three kinds of values in the way the image relates to the real:

Representational value: A representational image is one, which represents concrete objects (from a level of abstraction inferior to that of the images themselves).

Symbolic value: The symbolic image is one, which represents abstract things (from a level of abstraction superior to that of the images themselves). It is accepted that the symbolic value of an image is, to a greater extent than any other symbolic form, defined pragmatically by the social acceptability of the symbols represented.

Sign value: According to Arnheim, an image is a sign when it represents a content, which is not represented by its visible characteristics.


The most common example of this is road signs (at least some road signs) such as the sign for the end of a speed limit zone, where the visual signifier has a completely arbitrary relation to what its signified.


He perceives the functions of the image as being those that have, throughout history, been the functions of all human production: they aim to establish a relation to the world.6 (p. 54).


Indeed, an image conveys visual information about the world, which facilitates knowledge of the world, including its non-visual aspects. Furthermore, Gombrich (1959) suggests that the role of the image is two-fold: as a mirror it copies some part of visual reality; and as a map it mediates through conventions, aiming to clarify representation through simplification. Ultimately, its aim is to make the viewer understand: “Art is thus that which teaches us to see”. 7
Bazin: Analogy and mimesis

In the context of representation, especially for Aristotle and Philostratus, mimesis, which denotes the imitation of figures, is not a bad synonym for analogy. In our context, that of art photography, it denotes the ideal of ‘perfect’ resemblance between an image and its subject. If this is stretching the meaning of the word somewhat, so be it. Most theories of perfect resemblance assume that analogical images can induce a suspension of belief, partly because images are also dialectic in the contemporary sense; that is to say, thoroughly imbued with fiction. This is effectively expressed and illustrated by Bazin (1945) 8 who notes that

 “The history of art is that of a conflict between the need for illusion [...], versus the need for expression”. These two needs were not in conflict in pre-Renaissance art, but the invention of perspective, “the original sin of western painting”, has pulled them apart by over-emphasizing illusion: “photography has freed painting from mimesis insofar as it satisfies our hunger for illusion; the photograph is essentially, that is to say, ontologically objective, and thus more believable than painting” 9. (p. 150)

Dissanayake: The social role of art 

Dissanayake 10 (1992) argues in her book Homo Estheticus  that human societies through history have always displayed some form of behaviour that can be called ‘Art’”. This behaviour fulfils a fundamental biological and evolutionary need.


The dominant  idea about art in our culture has always been that art is superfluous - an ornament, pleasant enough but hardly necessary. Ellen Dissanayake feels that by idealizing aesthetic experience and assigning it only to certain culturally sanctioned objects, our modern view of art controverts its biological and evolutionary significance.


It is only by discovering the biological origin of this intrinsic human imperative to make art, that we will truly come to understand what art means for human life and what its future might be. She believes that there is currently a great deal of confusion about where art fits in to society, and what function it should serve.


Dissanayake11 claims that art has become irrelevant because it deals with itself. She notes: “In traditional societies ‘art for life’s sake’ and not ‘art for art’s sake’ is the rule”.


Looking at human history and not restricting oneself to the field of modern western society, one can see art as a kind of behaviour or a way of doing things that embellishes and enlarges life.


It was not an abstract concept of art that those ancient societies offered to their members but, rather, opportunities to be artists who could make a relevant contribution to their group. The western elitist view of “art for art’s sake”, caused this earlier concept to be ignored and dismissed as rubbish. As a result, art has become irrelevant to most people’s life.


According to Dissanayake, we are in a paradox, because western society treats art as a dispensable luxury when in fact it is essential to our human and biological nature: “Art is a fundamental human need, and it should be met, practiced and expressed.”12 


Gablick 13(1995) notes:

 “Within the traditionally accepted model of the artists, based on isolated individualism it is very difficult to perceive any strong connection and direct influence that art could have on the world. Artists could have use of their creativity in ways that could have a direct effect.


Is the artist’s first intention drawn on his talent and uniqueness, or is he really interesting in raising a debate on a social problem, and opening a channel of communication? Artists who manage to integrate their care and concern directly into their work reach yet another level of responsibility. The intention should not be to reframe the conception of what art is (as Duchamp did). Art should be defined as a separate aesthetic realm, divorced from life and quarantined to the museum or art gallery. Unless art can reconnect to life, it’s going to be meaningless and stay marginal without any part to play”.13 (p.38).
Discussion

I maintain that art and photography have a principal role in helping society demystify breast cancer and in putting it on the social agenda.

          Art, according to Plato, is a suitable vehicle for re-educating people and, according to Aristotle, for healing the soul. In our era, these assertions, I believe, hold true for photography as an artistic medium . I concur with Dyssanayake’s definition of the role art plays in society. I believe art must be relevant to society and deal with the people’s real needs in order to bring about social change. Art has a cognitive value, and, as Goodman asserts, it conveys information in its own language. Art reveals the truth about the world; It helps people to accommodate the changing needs of our society. Art assist in changing perception of reality.

 Through this brief review of ancient and modern theories of representation, I endeavoured to argue that art and photography may have a social role.

 I tried to establish and base a theoretical logical construction that will validate my basic assumptions that art and photography may assist in the breast cancer situation. 

Those ideas provided me an affirmation that using art and photography  in my visual

project may (partially) assist in the process of changing attitudes in public towards breast cancer. 

In the next chapter I intend to point out that photography is a suitable medium to assist for opening communication concerning breast cancer .

         Visual information dealing with breast cancer is an appropriate tool for bringing a change in society. It is important both for the “healthy society” and for already-diagnosed families. Art and photography open channels of communication in the family and in society as a whole concerning breast cancer. As noted in the earlier sections this condition should be brought out to the open so as to encourage early detection and thus save lives. Living in an era where messages are conveyed through images, we must use the images of breast cancer to transmit messages about the disease to society.
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1.3.  The Power of Photography 
I have chosen photography, out of all other visual media, as a means to achieve greater public awareness and openness towards breast cancer. I have chosen it not only because it is my personal and professional skill, but because it can be argued that photography is the most appropriated vehicle to construct and convey messages  in our times.

Grundberg 1(1987) in his book “Photography and Art”, defines our time as the postmodernist age; an age that is dominated by the camera culture:

“It has been said that our behaviour derives more from what we watch than from our own lived experience. At the very least, camera images now account for a substantial percentage of our visual encounters with the world, and they help teach us about the world to the extent that they are able to convey it”.2 Our use of media imagery is enormous:  “We think of any unknown situation in terms of something we’ve seen at the movies.” Grundberg, notes that our postmodernist age accepts the world as an endless hall of mirrors, as a place where all we are images, and where all we know are images. There is little room in the post-modern world for a belief in the originality of one’s experience, in the sanctity of the individual artist’s vision. He claims that our times are characterized by the omnipresence of photographs and photographic images. 

To emphasizing the importance of the image in our society we may consider what E. H. Gombrich3 (1982) has to say in his book “The Image and the Eye” about visual communication in modern times:

“Ours is a visual age. We are bombarded with pictures from morning till night. Opening our newspaper at breakfast, we see photographs of men and women in the news, and raising our eyes from the paper, we encounter the picture on the cereal package. The mail arrives and one envelope after the  other discloses glossy folders with pictures of alluring landscapes and  sunbathing girls to entice us to take a holiday cruise, or of elegant men tempting us to have a suit made to measure. Leaving our house, we pass  billboards along the road that try to catch our eye and play on our desire to  smoke, drink or eat. At work it is more than likely that we have to deal with  some kind of  pictorial information: photographs, sketches, catalogues,  blueprints, maps or at least graphs. Relaxing in the evening, we sit in front of the television set, the new window on the world, and watch moving images of  pleasures and horrors flit by. Even the images created in times gone by or in  distant lands are more easily accessible to us than they ever were to the public  for which they were created. Picture books, picture postcards and colour  slides accumulate in our homes as souvenirs of travel, as do the private  mementos of our family snapshots. 

 
No wonder it has been asserted that we are entering a historical epoch in which the image will take over from the written word. In view of this claim it is all the more important to clarify the potentialities of the image in communication, to ask what it can and what it cannot do better than spoken or written language. In comparison with the importance of the question the amount of attention devoted to it is disappointingly small”4 (pp.137).

Goldberg 5(1991) in her book The Power of Photography - How Photographs Changed Our Life claims that photographic images have been altering people’s minds and rearranging their lives for a long time. She says: 

“Photographs have a swifter and more succinct impact than words, an impact that is instantaneous, visceral, and intense.

Photographs share the power of images in general, which have always played havoc with the human mind and heart, and they have the added force of evident accuracy. Photography offers evidence and   authentication, and the public believes that the camera’s report is what the camera “sees”. It does not lie. What is represented on paper undeniably existed if only for the moment it was photographed. It is the medium of persuasion.”6(p.7)

Goldberg 7(1991), notes that photography is a highly efficient means of communication, as it has the advantages of credibility, is easily distributed and is instantly converted into a symbol 8. Moreover, the visual image is easily costumed as ideas. This power is consumed by social reformers 9, says Goldberg, especially when combined with text. The audience may reach a deeper and a wider awareness of circumstances they do not know first hand. The photographs may act as catalysts for cultural change.

Photographs haunt your memory, urge you to respond. Photographs become part of our communal memory bank, and have the ability to mark our lives. 

Is a photograph a true representation of what is seen? Does it really emphasize the truth?

Hobbes10 (1985) suggests that:

“The numerous possibilities for different results   even when using the same subject might call into questioning the popular  notion that a photograph is a true record of something seen. Nevertheless, a photograph does have a special relationship to its subject that a painting, no matter how realistic it may be, can never attain. As critic Susan  Sontag explained,  a photograph “is not only a image ….it is a trace,  something directly stencilled off the real, like a footprint or a death mask.”11 (p.60)
Gombrich 12 (1982) suggests that there are elements that lead to reading an image correctly: 


“The chance of a correct reading of the image is governed by three variables: the code, the caption and the context. It might be thought that the caption alone would make the other two redundant, but our cultural conventions are too flexible for that. In the context of a primer, on the other hand, the caption and the picture would be expected to support each other. Jointly the media of word and image increase the probability of a correct reconstruction?” 13(p.142)

It is interesting to note that in earlier times, long before the 20th century, when reading was a skill reserved for the wealthy, scholars and nuns, painted art in churches provided a medium of communication.

After the invention of the printing press, the text gained superiority over the image - mainly over those of paintings. According to Ronald Barthes 14(1977), photography and the mass media are now restoring the superiority of the image over the text. In his book Image  Music Text, Barthes comments on the power of the image: 


“Such are the main connotation procedures of the photographic image (once again, it is a question of techniques, not of units). To these may invariably be added the text  which accompanies the press photograph. Three remarks should be made in this context.


Firstly, the text constitutes a parasitic message designed  to connote the image, to “quicken”  it with one or more  second-order significance. In other words, and this is an  important  historical reversal, the image no longer illustrates the words; it is now the words which, structurally, are  parasitic on the image. The reversal is at a cost: in the traditional modes of illustration the image functioned as  an episodic return to denotation from a principal message (the text) which was experienced as connoted since, precisely,  it needed an illustration; in the relationship that now holds, it is not the image which comes to elucidate or  ‘realize’ the text, but the latter which comes to sublimate, patheticize or rationalize the image. As however this operation is carried out accessorily, the new informational totality appears to be chiefly founded on an objective (denoted) message in relation to which the text is only a kind of secondary vibration, almost without consequence.


   Formerly, the image illustrated the text (made it clearer); today, the text loads the image, burdening it with a culture, a moral, an imagination. Formerly, there was reduction  from text to image; today, there is amplification from the one to the other. The connotation is now experienced only  as the natural resonance of the fundamental denotation  constituted by the photographic analogy and we are thus  confronted with a typical process of naturalization of the  cultural”.15(p.28).

Allan Sekula 16 (1975) in his article “On the Invention of Photographic Meaning” warns us to limit our reliance on the unique and clear meaning of the image, using the communication model to demonstrate his thesis. 

“The meaning of a photograph, is inevitably subject to cultural definition. The photographic discourse is the arena of information exchange, that is as a system of relations between both the parties engaged in the communicative activity. The messages sent into the public domain, which are associated to the image, are to be translated and “read” by linguistic means. The photograph itself, as it stands alone, presents merely a possibility of meaning. Only by its embeddedness in a concrete discourse situation, can the photograph yield a clear semantic outcome.17(p.41).

Walton (1984),18 in his essay “Transparent Picture: On the nature of Photographic Realism”, claims that the special nature of photography must be thought of as a contribution to the enterprise of seeing. The invention of the camera gave us a new way of seeing. He perceives photographs as transparent. We see the world through them. The viewer of the photograph sees the scene that was photographed. Through pictures we see the world. Seeing is a way of finding out about the world. Seeing is a way of perceiving the world.
5.1     Discussion 

I concur with Grundberg’s definition, that our era is dominated by the camera culture. We may say that nowadays we learn about the world via images :photographs, T.V. ,video ,films, etc. 

          Gombrich describes our epoch as being “the visual age”, in which the image has taken precedence over the written word. 

          Goldberg regards photography as a medium of persuasion since the public believes what the camera reports, what was seen; The public believes that the camera “does not lie”, it reports the truth. The public consumes and understand photography easily. Photographs stay in the public memory. Thus taking advantage of photography’s virtues, we may say that photographs may act as a trigger for cultural change.

          Walton claims that photographs teach us about the world, since they allow us to see it, to look and understand. Photographs allow us to learn about the reality.

He claims that seeing is a way of perceiving the world. 

          It follows that using photography in the field of breast cancer is potentially useful, for it allows us to see, to observe and thus understand and accept . It is a necessity for the families of breast cancer patients as well as for the entire public.

         It has been argued that photography is an appropriate vehicle to converge and convey messages  in our times. Using photographs of women who have undergone mastectomy and transforming them into role models, may  prompts changes in cultural attitude toward these women in the context of femininity and beauty. If this is true we have to examine now how breast cancer has already been explored  in visual arts and in  photography. 
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2.   The State of Art- Representations of Breast Cancer in the Visual Arts

Although “the body” has received a great deal of attention in art, especially in the last decade, there are few works of art and artistic exhibitions that deal directly with breast cancer.


Some of the artists who have dealt with this subject have concentrated their efforts over a defined period of time, usually related to their own state of health. When their health improves, their concerns and interests also change.


Here I focus on the Israeli artistic exploration of breast cancer. Although this work is internationally less well-known ,it is of interest because it concerns the Israeli society  in which I am more involved with and it is connected with my art work. Therefore , I’ll review all the shows that were exhibited in Israel, in an art space during last years. From this focus I will review, artists known to the Israeli public, who undertook breast cancer as a theme, in their art.  In this review I consider the work of two international artists – both had breast cancer, had undergone mastectomy, and used photography in their healing process: Jo Spence and Matuschka.

 This selection is restricted to these two artists whose work had an immense public impact, and succeeded in changing public awareness toward breast cancer internationally. Matuschka and Jo Spence, both self-declared artists and activists, who exhibited their art widely, undertook the issue as a life project. From the Israeli point of view, their photographs reached to the level of “public consciousness”.

 This review does not engage in visual analysis, but rather focuses on their public impact. Thus, a review of Melissa Springer’s1(1996) project, A Tribe of Warriors, or Art Mayer’s2 (1996) Winged Victory, will not be included, since, as aforesaid, before those artists who hadn’t ( to my best knowledge) achived an outstanding global impact.

Thus far, I am the only male photographer who has dealt with breast cancer in his art, and to the best of my knowledge, there has never been published any other photographic academic research concerning breast cancer, neither in Israel nor elsewhere.

Notes 

1           In 1994 Melissa’s Springer, a photojournalist, was commissioned by the Comprehensive Cancer Centre at the University of Alabama at Birmingham to create an exhibit honouring breast cancer survivors. The exhibit was designed not only to inform and build awareness but also to offer hope, inspiration, strength and courage. In 1995 the exhibit titled A Tribe of Warrior Women unveiled at the Comprehensive Cancer Centre at the University of Alabama, Birmingham, U.S.A. A Tribe of Warrior Women (1996),Birmingham, Crane Hill Publisher.

2           Art   Mayers is a well known physician specializing in preventing  

medicine and public health, and a self taught photographer. He undertook a photographic project “hoping to show that woman’s fundamental nature is not dependent on anything external; the loss of a part or all her breast is not a threat to her being” .In 1996 he published Winged Victory; Altered Images Transcending Breast Cancer,(1996) San Diago, Photographic Gallery of Fine Arts Books.

Matuschka (Plate no. 25)
The case of Matuschka (see interview in the Appendix) is of great interest for the way she used photography and the media. The negative criticism she received from her viewers was not directed towards her art work, but rather to the subject she was dealing with.- breast cancer. Her evaluation by the “mainstream” viewers reflected a self-righteous judgement rather than an artistic one. 

Matuschka describes herself as an artist and a humanitarian activist “who expresses her ideas about the cancer industry and about women’s image as portrayed by the media”.1 Prior to her breast cancer treatments and mastectomy (in 1991) she was an “underground photographer/artist”. She is certain that her doctors made a mistake when they forfeited her breast and lymph nodes for nothing: 

“… My doctor made a mistake…Everything was a mistake. The mammogram didn’t show a tumour. The doctor said: ‘You don’t have cancer’. He went into my breast to take out what he felt was a non-cancerous tumour. Because I had this perfect body, he said, ‘We’ll cut you by the nipple and go up.’ And they had to go way up, like 6 inches, and then he discovered he was in cancer territory and they tunnelled out and trapped the cancer that was left in my breast. I ended up with a big haematoma. It’s very hard to operate on the breast again or to radiate. We should have left it alone. And that to me is pretty barbaric surgery. I mean if my breast had come off and there was cancer still in it, I think I would have felt a lot better than finding out that I forfeited a breast and 24 lymph nodes for nothing.”2
After the surgery, and after watching the film that documented her mastectomy, she became “the Rasputine of breast cancer”. Compiling everything that has been done in art and especially in the field of photography, while taking photographs of herself and her own body, she started to wonder why there had not been thus far a breast cancer photographer who was appealing to the mass media. She realized that what had been done so far is mostly heads cut off, full of shame and bearing horrific titles such as I Cannot See Myself Naked. So she started producing photographs that would serve as a good role model for other women who had to have a mastectomy; photographs in which she, as a model, looked better than in real life. She had difficulties publishing her photographs in magazines: “Most people said my pictures were really beautiful and they couldn’t believe them.”

The mainstream magazine, New York Times Magazine, with a circulation of almost two million readers, decided to publish her mastectomy photograph (plate No.25) on its cover. It is quite astonishing to read about the massive amount of negative reactions she received along with the positive ones. Negative reactions were received from mastectomy patients who rejected what they perceived as “the violation of their privacy”. They felt they had done such a good job concealing what it looked like, even from their spouses, and felt that publishing such an invasive photograph was a violation of their privacy. Some accused her of exploitation and said she was motivated by the desire to shock. Others worried that this photograph would prevent women from getting their breasts examined fearing they would end up with breasts like hers. Some said it was embarrassing, while others dubbed her act disgraceful. Matuschka responded to these accusations in a television interview saying: 

“…Embarrassed is something I feel when I do something stupid. Disgraceful is what I call it when someone hurts another person by being dishonest or deceptive. Dishonest is one thing my photograph is not. Nearly all of the TV commentary claimed that people were accusing me of exploitation. Exploitation of what? It is my body that is displayed in the photograph, not anyone else's. My photographs are not created with the expectation of financial gain -- for over two years I have made almost no money from my work. What else could I be exploiting? Cancer? I cared most about how other women who had had mastectomies felt about the cover. Had I invaded their privacy? Or had I opened up another perspective for them?”3

“…Are women that vain? I refuse to believe that the majority of us value our lives less than our breasts. That we would rather live in fear or get sick and die than take simple preventative measures. I have always adhered to the philosophy that one should speak and show the truth, because knowledge leads to free will, to choice. If we keep quiet about what breast cancer does to women's bodies, if we refuse to accept women's bodies in whatever condition they are in, we are doing a disservice to womankind.”4

“…In publishing my photograph, my intention was never to harm or embarrass women who, like me, have gone through the painful and humiliating ordeal of mastectomy. My picture was about the choice made by me and many other women: We decided not to subject ourselves to any more reconstructive surgery, with all its risks, not to go through any more deceptions about our appearance and the risks to well-being that they can create. As actress Jill Ireland, who died of breast cancer in 1990, reportedly said, a prosthesis benefits other people, not the woman who has had the mastectomy -- ‘It allows them to forget what happened to me,’ I hope that my image will convey the idea that a woman with one breast or no breasts is entitled to be looked at and approved of. My message is: 'Don't wait for society to accept you. Have courage to face yourself -- the whole package. You become the role model and society will follow.’ And as a woman who had a mastectomy put it in her letter to the Times: ‘Fantastic! A cover girl who looks like me!’.”5

The case of Matuschka is highly interesting for the way she “used” the media to “sell” her new image. She employed photography in the process of accepting her new figure and in utilizing the media in order to bring breast cancer to the public’s attention. Since she was a pioneer in bringing up the subject in the media, directly with minimum “coverage” she received negative criticism from her viewers which was not directed toward her art work, but rather toward her subject matter - breast cancer. She suffered negative responses because she dared show openly what had previously been concealed and unspoken of. Her case drew public attention to breast cancer initiating a global dialogue on the subject, and she was among the first to declare it so openly.

         Cartwright 6(1998)  claims that the New York Times provided the radical twist on the main stream tendency to disembody breast cancer by publicizing Matuschka’s photograph on the cover. 

           …”The prominently placed publication of this image, marked a watershed in media representation of breast cancer, because it rendered public an image previously familiar only to medical students and doctors, and women and their caregivers, families and close friends. The image stunned the New York Times public because it exposed physical evidence of breast cancer surgery that previously had been subject to repression in mainstream press with its images of smiling survivors and charts.”

“….The issue that concerns me most , though, are the photograph’s representation of age, beauty and agency, and its apparent evocation of the natural and the technological as they pertain to these issues.”7 (p.126).

Despite its appearance in such a well-respected public site her photograph was not embraced by the breast cancer community as a universal signifiers of the current state of breast cancer politics, but perhaps we may say that it triggered a process. Shortly afterwards, the Massachusetts Breast Cancer Coalition organized a large photographic exhibit entitled “Face to Face: Facing Breast Cancer Together”,  aimed at showing how the art of breast cancer photography tries to save life. This is the use of photography to try and diminish terror, and to try and convince women that the loss of a breast, however harrowing is not the same as the loss of a life.8
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Jo Spence (Plates Nos. 26 & 27)

Jo Spence survived her breast cancer for over nine years, against all the odds.1 She was diagnosed in 1983. At first she submitted herself to the trauma of the “medical machine”, going along with the suggested treatments, including an initial lumpectomy. 

The turning point came when she realized that she needed to take control over her illness and treatments; to attempt a holistic mind and body therapy which would be to her own satisfaction. She fought the medical staff and refused  a mastectomy, radiation and chemotherapy. She felt this was not the right answer for her, because while such treatment treats the symptoms - destroying the tumour - cancer is also the embodiment of psychic, social and environmental diseases against which the body “speaks out”, and if those feelings are ignored or remain untreated, a cure will not take place.  So, instead, she sought a treatment which would recognize her as a whole person, and not simply as parts to be disposed off. She looked for a process that  would take into account her physical, psychic and spiritual self. The long “abuse” of her  body which had led to the cancer had to be stopped and a new, different and more harmonious way of life must be practiced.

I find the case of Jo Spence particularly interesting because of her use of photography throughout her illness to research the processes she was undergoing. Photography was the tool which served her in her journey of self-discovery. Photography was how she took back some power over her own body from the doctors directing her treatments. 

Through being an artist and publishing her work, she opened up possibilities for other women as well.  By creating and exhibiting images for a self-dialogue, she also furnished an opportunity for a dialogue about breast cancer in society as well.

She used photography to heal herself, to understand her own stress and anxiety, and the part that her psychic life played in her well-being, to bring about an active and positive change:   


...I used my camera as a third eye, almost as a separate part of me which was ever watchful: analytical and critical, yet remaining attached to the emotional and frightening experiences I  was undergoing. The representation and politics of  cancer remain fairly taboo subjects, except within the sensationalist media. Given that one in four of us will experience the disease in our lifetimes, I wonder  why it is considered to be of such little importance among photographers and  artists.


In “Picture of Health?”, a project which made it clear that there were alternative  approaches to breast cancer, despite orthodox doctors’ unwillingness, I chose to state my critique of what has been called ‘the cancer industry’ -  in the context of the nutritional and self-help therapy research which I  pursued  after leaving the hospital. Given that holistic attitudes towards cancer in the UK  were in their infancy in the early 1980s, this was not an easy task. I began to  make my work available on traditional educational circuits, hoping that it would  get picked up by groups who might benefit most from a discussion of the issues  I  tried to raise….2
While I do not advocate that the breast cancer patient avoid such treatments as radiation or  chemotherapy, or that tumours should not be removed, I do identify with the way in which she accompanied her journey of healing with photography, and with her willingness to try and understand  herself and to share her new understanding with others in order to prevent cancer and improve its methods of treatment.

I  too wonder why breast cancer has remained a subject un-touched  with by artists and photographers. During Spence’s journey of self-discovery she furnished a critique of controversial subjects not only in her own life, and raised relevant questions about social norms related to gender issues, sexuality and a reconstruction policy that implies that injuries, deformities and amputation should remain hidden; as if there is a “suitable” way to be seen, enabling a tyranny of the one acceptable body shape to be maintained.

Spence felt that the “injured” individual should not be left isolated and unable to share her experience with other survivors. Breast cancer should be spoken about - and loudly. Using the framework of photography she aimed to change attitudes  in society, exhibiting her personal journey to the public.  By doing so she illuminated the inhuman and condescending treatment of cancer patients. She was among the first artists to make visible her complete history, opening up a taboo subject to discussion and making an enormous contribution to the awareness of breast cancer in Britain (her images are still exhibited on-line on the web-site of the Breast Awareness Campaign - U.K. on the internet). She revealed images of her struggle, representing her body in crisis. She exhibited her visual diary to echo the feeling of others. She did without a network of support among her colleagues, while exposing herself and her experiences to public criticism. This brave effort was aimed at benefiting others; of trying to raise discussion of these issues in public. 

It became her crusade. She travelled with her photographs to the U.S.A., Canada and Australia, preaching her beliefs. Ironically, it was this debilitating effort to help others that led her to sacrifice her own life. She neglected her health treatments and her exhausted body surrendered to cancer. She died in 1992.

It is worth noting, in particular, that although her fight was a private one, low budget and targeted against a very well organized system, it is amazing how well she succeeded in reaching large audiences, and in raising awareness of a new way of thinking and debating the subject. Her use of photography constituted an enormous breakthrough, and one which is still an outstanding achievement, still survives.
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2       Ibid.

Ariela Shavid  - “Beauty is a Promise of Happiness” (Plates 28-30)
Ariela Shavid went through all the painful stages of surgery and treatment for breast cancer, and came back wearing the scar - the stigma - as a sign of the physical trauma she was subjected to. After her ordeal, working with Lea Dovev (who had curate Shavid’s exhibition at the Israel Museum, Jerusalem),she created a series  of carefully staged photographic self-portraits, in  which the scar - visible or concealed - remains the central  focus. This was the clear consequence of a self-healing process, an effort to come to terms with  her new condition. 

“However, after the initial shock, and acceptance of the irreversible modification of  her body as a new “convention”,  like a Phoenix, the artist too emerged anew, a martyr and a heroine. This new mythical figure, a contemporary Amazon  - unattainable and dangerous - fascinates and lures the viewer with her disturbing and perplexing beauty, enhanced by the fashion photography style enlargements.” 1,says Perez

Confronting us directly, Shavid’s photographs projects a combination of humour and pain, seriousness and playfulness. As installation art, her work is  a symbol of courage and power, through self-disclosure. Shavid reveals to the viewer a new kind of  beauty, one that does not derive its force from established Hollywood canons (although her  images are a parody of these), but rather from  determination and strength, from transforming  crisis into creative force. Under the ironic and satirical  title “Beauty is a Promise of Happiness” borrowed  from Stendhal, she shows that true  beauty does not necessarily depend upon curvatures. In our ever changing society, a  one-breasted chest could become a new canon of feminine charm. She suggests also a new focus for the viewer- her portraits.

Dovev 2 (1996),claims in her article for the catalogue “On Beauty”, that perhaps the “Grand Conspiracy” of the legends we’ve believed in our childhood ,misled us .

“Her lack comes from being alive, not from being a woman. She affirms that the story –teller was indeed lying, and that alas, beauty is not a promise for happiness: and that what the eyes of the injured body-have seen can not be undone, and cannot be said, unless it is elicited as the memory of the white hot yearning, the little girl idealism .It is not the feminine knowledge, remembrance and joy, which are implicit in Saint Aghata’s sweetness, and in Wilke who peeps mischievously from beneath her blue blanket? Yes, it was all so beautiful.3 

     What is to be learned from this exhibition is that in order to raise awareness of breast cancer, there is a necessity for more than just sincere intentions. The exposure must be constant, over a long period, with dedication to the issue. It must be widely published, disseminated among large audiences, using all means and media available .

Shavid’s exhibition was a success in establishing her place among the Israeli artists, and the focuses of media reviews were in that direction. Perhaps that was the main drive for the exhibition. It looks like breast cancer was a secondary theme. Shavid used art in her therapy process, and the result of this process -those works of art were exhibited. ( After healing she undertook a documentary project about Ethiopian children). I assume that the masked effect she had created for her exhibition

was over successful in covering her emotional exposure, and thus failed to raise a deep response from the viewers, towards breast cancer
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Shuli Nachshon - “The Blue Whale” (Plates 31-33)

Since the summer of 1992, when Shuli Nachshon was  diagnosed as having breast cancer, her video art has become  inextricably linked with her disease. It started with the television crew, who came to film an interview  with her.  The crew filmed her as she walked along the beach. It was then that Shuli decided to video her treatment and to keep a diary, with the intention of using both later in her multi-media  installations. The “Blue Whale” exhibition was the outcome of this long-term project (Plates 31- 33). 
 
After treatments, which entailed mastectomy, chemotherapy, and bone-marrow transplant, Shuli entered upon a course of psychoanalysis. In it she was asked to meditate and conjure up a soothing image, for which she chose the Blue Whale.

 At times, she imagined herself to be the enormous mammal swimming in the vast blue oceans; at other times she pictured herself astride it, images which, as she adamantly  maintains, assisted her speedy recovery. Her  art speaks not only about the process of medical cure, but also, more specifically, about healing through creativity.

For Nachshon, the body, as the speaking subject, is neither an object of desire nor an object of medical analysis. It signifies her inner transformation. Sexual identity in the modern world “is an absolutely fundamental concept, offering a sense of personal unity, social location,” and it has become “our true essence of being”.1 Time and again, in various guises, Shuli examines her new post operation sexual identity, concerned about  its sexual ambiguity. Indeed, in her diary she proclaims  it to be  “my disintegrating femininity” while she contemplates  the loss of a breast, and of her long hair. “They have disfigured me, made me ugly, marked me,”2 she writes.
Breast cancer was the catalyst of a process of creativity, which ended with a museum exhibition. Breast cancer allowed Nachshon  to undergo a process of exposure, revealing her body and her feelings  through this exhibition. It appears as if, after cancer had invaded her body, it became a less personal, an alien body, which could be shown in public.

I  asked Nachshon and Shavid to come and be photographed for my project. I explained the purpose of the work: “to put cancer on the map”, to provide visual information which could support others. They both refused. They said that it was a closed subject for them. They indicated that there it was, and now it is all over and they would not expose themselves again. But they both accepted later to participate (with their art work) in the exhibition organized by Tel-Aviv Museum of Art. 

In that sense, Israeli society lacks activists like Matuschka or Jo Spence who remained preoccupied with breast cancer throughout the years, making cancer a constant enemy, and a creative force, to work with. 
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PART II : THE RESEARCH PRACTISE
2.1    The Methodology of the Research

The term methodology has an ambiguous usage, and it bears an uncertainty in its meaning, maintains Kaplan1 (1964). Methodology is used in the sense of explanations and justification of methods .It may refer to the general philosophical principles underlying the inquiry; basic questions that can be raised concerning the pursuit of truth, as well as to the “techniques”-methods, and the specific procedures used within the context of the inquiry.2 (p.23)
Kaplan3 (1964) asserts that the cultivation of methodology is either necessary or sufficient for a successful scientific endeavour. As an artist, I agree and sympathy with this argument. Artists usually create their work first and only later do an insight or a rational analysis –whether performed by artists themselves or by others account for what has been done.  

”It can bring us reflective understanding of the means which have demonstrated their values in practice by raising them to the level of explicit consciousness; it is no more the precondition of fruitful intellectual work than the knowledge of anatomy is the precondition for correct walking

This is to say that methodology provides a reconstructed logic, from which the logic- in use may be quite independent. Explicit consciousness can improve what is being done without full awareness.” 4(p.24)
Indeed, from my experience,(as an artist and an art teacher),there is no direct correlation between awareness of the right procedures required to  execute an excellent work of art, and the actually success in producing one. Often, a successfully piece of art emerges while a process of a well aware procedure culminates in nothing, but an “artistic constipation”. 

In reference to the term methodology, I also agree with the argument made by Schwandt 5(1990). Who maintains that we often tend to derive our understanding of methodology from the conception of scientific method- the principles and procedures that govern investigation of the physical world; however this belief has been challenged in the social sciences and replaced by explanatory schemes. There is no such thing as a fixed and unchanging method; there are no absolute standards in relation to which methodologies may be evaluated 

“…To study a methodology is to explore a logic justification or a meta-framework for understanding the exercise of method, that is for examining the principals and procedures by which we formulate inquiry problems, develop answers to those problems, and evaluate the correctness and profundity of those answers.”6(p.262)

I intend refer to methodology as “casting some light on our understanding of the practices performed”7 (p262).

The methodology of this research may be described as a heuristic process - an experience of learning and discovering. Intended to furnish a better understand of the lives of breast cancer patients, in order to provide a possible tool for improving the communication; a study of an existing situation with a view to improve the quality of life.

The model for the methodology of this inquiry has emerged and evolved during the study. It was a process of trial and error; a procedure of experimentation until the final model crystallized. For the purpose of this research I had to seek a suitable photographic practice, since none of the relevant existing practices seemed to provide the adequate “answer”, or could serve as framework for the study. 

I examined several known photography practices that could have been adequate but none of them provided the right method of work for me. I’ll comment on two of them; Art-Photography and Documentary Photography.

Art-Photography:

The obvious move could have been employing my usual routine; as an art photographer yet this was an inapt solution for the purpose of this research. 

        When I practice photography for” my art’s sake” it is centred, oriented and focused on me. It is about what I wish to express and the exact way in which I wish to convey that message.

          It is my choice of the subject matter to be explored, and my exact modelling of terms of  “actors”, appearance, attributes, lightings, colours, etc. I stage these mise-en-scènes carefully. I chose the type of figure, the compositional organization or illumination. As in the theatre and cinema, the script is written and the appearance, style and semiotics are subordinates to my personal version.
           I use the photographic prism as a vehicle for interpretation, for conveying feelings and ideas. I play the roles of director, actor and photographer in my own scenes. However, within the framework of the current research, this mode of work  was inadequate. In the breast cancer project, my ego and talent could not have formed the focal point. This time I was an “outsider”, since I have not experienced breast cancer in person, nor has any member of my immediate family. How could I impose my imagery, and concepts of the suffering of others . I felt this would be exploiting and inadequate. I could not impose my ignorance. I wanted to respond to the unfulfilled needs of breast cancer patients, as they express them .I felt I could serve only as a mediator, through whom, experiences, anxieties and values of women who have experienced breast cancer, may be conveyed.  Therefore a new way of practicing photography ought to be conceived for the purpose of the project, a new paradigm of inquiry. I had to devise for myself a different procedure of work. 

Documentary Photography:

Trying to apply documentary -oriented photography may have been proper and relevant since a   documentary photographer is concerned with exploration of society.8 

“Documentary photography, as a genre, has invariably rested within this frame of authority and significance. …it is used precisely as evident of what occurred, so its historical significance is employed further to invest its status as a truthful and objective account (or representation) of what has happened.” 9(p.145)

Becker10 (1974) reminds us that photographs are the reflections of the photographer’s  view of society . This view consists of perception of the world, influenced by individual points of view, interests,  personal tradition and cultural references 11. I am aware of the postmodern critique of documentary photography suggesting an unequal relationships hidden and ignored in the practice of photography, and linking this practice with the notions of dominance and power 2This critique introduces the idea that the traditional documentary is fueled by a combination of exoticism, tourism, voyeurism, trophy hunting and careerism.13. Dubbing the photographed subjects “victims of the camera”, Rousler14 (1989) argues that

“Documentary, as we know it, carries (old) information about a group of powerless people to another group addressed as socially powerful.”15(p.306).

She claims that :

 “Documentary testifies ,finally, to the bravery or (dare we name it?)the manipulativeness and savvy of the photographer, who entered a situation of physical danger, social restrictedness, human decay, or combination of these and saved us the trouble”.16 (p.308).
None of the above were my aims, and this critique could not have been overlooked in this research. My practice of photography had to consider several concerns and sensibilities: 

· I could not ignore and moreover I had to confront the un-equal relationship inherent in the practice of photography, traditionally implicated as part of a situation of power and dominance. 

· I could not have neglected the gender sensibility; being a male photographer practicing, an act of dominance over female “subjects”. 

· I did not want to regard the women as the “subjects” of my research, or as “victims of the camera”.

·  I did not want to alienate those women from the inquiry process.

·  I did not want to alienate them from the knowledge derived from this  

       research.

I did not want to impose any element of power or dominance on all procedures of the study .Nor did I wanted to represent in the photographs my point of view, or my assumptions alone. I felt that I had to undertake a process, which will provide me with concepts, representing an “inside” perspective (which I had to “gain”). I had to be constantly aware of the fact that my work will represent my learning of the participants’ perspectives. 
“This self- awareness allows the researcher to distinguish his sense making from the sense making of those he is studying. Anthropologists have labelled the researcher’s perspective as etic or outsider perspective. They refer to the perspective of the participants as the emic, or insider perspective. Because fully representing the subjective experience of the participants ( the emic perspective) is an unachievable goal, qualitative researchers strive to represent clearly and richly their understanding of what they have learned ( the etic perspective).”17 (p.38).

None of the photographic practices I was familiar with , could provide me with answers to the abovementioned concerns and I realized I had to design my model and methods of work which would take into consideration the concerns. Concurrently, I had to provide an outcome which would “promote the breast cancer message” to the public as a whole and to breast cancer patients and their families, in particular, which would meet artistic standards of an art museum or an art space. Combining all these consideration and demands was an intricate task 

I formulated a work procedure , a collage of methods, which would provided me with the appropriate results. Heron’s18 (1981) epistemology, comprises at least three kinds of knowledge relevant in human inquiry, which  may be used as a framework for my work model. 

Prepositional Knowledge  that is knowledge “about” the issue, as expressed in statements and theories . 

Experimental Knowledge due to direct encounter interactions, face to face with persons.

Practical Knowledge concerns of “how to do” something- a knowledge demonstrated by a skill or competence .19 (p. 326).

Adapting the abovementioned categories to describe my research, one may say that in this case Heron’s Prepositional Knowledge is expanded thus entitled

“ Gaining a Body of Knowledge”. In my case this section of the inquiry, has shaped and modeled the other two types of knowledge.

Experimental Knowledge- the face- to- face encounters with the “participants” in the research, altered to serve as a model of “Gaining a Body of Experience” .It is an orbit aimed at gaining and understanding the participants perspectives, or a path for experiencing the “essence of the experience” of breast cancer; the feelings, fears and anxieties it involves.

The Practical Knowledge-which, in this case, is my knowledge of “how to do” photography, is transformed in my model into “Gaining an Accurate Body of Practice”, meaning constructing a reflexive and reflective procedure for practicing photography which will allow integration of the learning and understanding of the other two branches of inquiry. 

Gaining a Body of Knowledge: My model of work involves a massive learning process in several domains. A review of the literature and related research report is a most important component in designing a research project20. The review is intended to reveal the existing knowledge. Reviewing the literature relating the problem, one can design a research hypothesis. The review is essentially designed to expose a range of knowledge with regard to a certain problem, or a particular knowledge system .21   McGath22(1970) suggests considering the literature review in other ways; 

1. Delineation by extending one’s knowledge.- delineation by extension is a process concerned with extending one’s understanding of  the knowledge system rendering a sophisticated comprehension of the whole. This extension is accomplished through persistence, and by following every possible lead. Active inquisitiveness and logical intuition, promoted by consideration of questions such as;

“ Where else might I discover relevant and related discussion of the subject? Locating and discovering important leads and relationships not explicitly being pursued.”23(p.57)

2. Delimitation or focusing one’s attention on a particular aspect of that knowledge system –Review of literature in that mean became considering the question-Can we become more certain of what we think we know? –Ensuring a greater certainty of internal or external validity. 24 (p.56).
My way of reviewing the literature was motivated by the desire to gain a holistic understanding of the phenomena of breast cancer. My intuition was to include, locate and discover possible relations, which may be relevant to the inquiry. My learning was not motivated by serendipity, as McGrath suggests but rather the wish to advocate the  “subjects” of my inquiry, ensuring a mechanism of research which will honor the fulfillment of their needs, and will provide a possible shield against being managed and manipulated. 

          The insights extracted from the literature furnished me with further understandings, focusing my attention. The learning provided concepts, notions and “road signs ”for my actions. I explored the different related aspects in order to construct, to myself, a firm conceptual framework, as described by Tolbert 25(1981), in his model.

”…Research and action, even though analytically distinguishable, are inextricably intertwined in practice… Knowledge is always gained in action and for action…. To develop genuinely well - informed action…”26(p.145)

 I proclaim the necessity of being acquitted with the whole spectrum of knowledge and theories, which “supplied” awareness and concerns, which framed my practice.

          Another possible way of explaining for this extended of “gaining of a body of knowledge”, may lie in my personal epistemology, or my personal assumptions underlying the research- meaning how do I learn about something? What do I take as evidence to support a point? How do I examine my own experience? Maykut and Morehouse27 (1994) suggest the researcher as an instrument-

 “Human –as-instrument simply means that it is the person with all of her skills, experience, background and knowledge as well as bias which is the primary, if not the exclusive source of data collection and analysis”28(p.26)

“…It is becoming clear that the researcher herself is critically important in conducting the study. Because the researcher enters the world of the participants, she may shape that way in significant ways.    ….Her waltenschauung- worldview- shapes the entire project. From early curiosity all the way to writing the final report the researcher’s personal biography is the lens through which he sees the world.” 29(p.9)

 My personal epistemology shifts from a holistic perspective to the particular event. I usually try to understand the complexity of a system, and then reduce to details, events or particular situations, returning, through a flexible model to reconstruct my understandings. One may claim that this epistemology dictated the current inquiry as well. I needed a wide perspective, “charged” with sensibility. I needed the holistic directions and purposes; a strategy of work; a basic set of facts, information, and concepts to guide my actions. 

Becker30(1974)introduced an important point concerning the role of theory in photographic representation. He maintained that 

“Although photographs are potentially packed with information, photographers tend to restrict themselves to a few reiterated simple statements. Rhetorically important as a strategy of proof, the repetition leads to work that is intellectually and analytically thin”31.

To make the photographs intellectually denser, Becker suggests that the photographer must become familiar with the theory that guides his / her photography; for photographic projects concerned with exploring society, this implies learning and understanding society better 32. I agree with this statement and my model of inquiry quested for knowledge on breast cancer.

         Knowledge articulated a conceptual framework for my practice, for my interpretations, yet, concurrently, I needed  a relevant “body of experience”. 

        Gaining a Body of Experience: Tolbert 33 (1976) suggests that a person must undergo what appears to be an unimaginable scale of self-development before becoming capable of relationally valid action.34 (p.145).

      I undertook a process whereby I became involved in various interactions with the breast cancer experience. I wanted to understand what it means to experience breast cancer from the perspective of individuals who had experienced it. I wanted to be able to grasp their point of view. I wanted to shape my perspective so as to be able to convey this experience to the public.  I realized that I had to gain an alertness, to avoid practicing photography only through my own “cultural lens ”imposing my perceptions on the “set”. I had to design a model of practice that would help me to see through the lenses of the cultural “other”.

    Assertions made by Martin Buber may be of help in this context. Buber35 (1958) stated that no man can know another as the same way he knows objects. Real knowledge of another person requires openness participation and empathy. Buber stated that I-though involves a real encounter and genuine mutuality36( p.50 )

          This may be described it as designing my model for experiencing breast cancer, and gaining a body of experience, via encountering the personal stories and experiences of the women who have endured. I confirm the necessity of intimately acquaintance with the photographed women, through open interviews and conversations. During the process of this research I realized the importance of these interviews I decided to perform before the photographic sessions. They had an enormous impact on me, on my “models” and on my photographs. By confronting the personal stories (through the in-depth  interviews I conducted .Several  selected and full transcript appear in the Appendix),I gained comprehensive knowledge of the phenomenon and an insight into the meanings of experiencing breast cancer . I “extracted” from the in-depth-interviews, and conversations, the “essence” of the experience. 

 Gaining an Accurate Body of Practice My reflexive and reflective model of practicing photography could be described using the cyclical concept of an on-going reflective professional practice. This model described by Schon37 (1983), distinguishes a line of inquiry by which an individual constructs and reconstructs on one’s behavioural world and awareness during the curse of his practice or research. I employed this model served me to frame my role as a photographer in the course of my visual photographic study, integrating and modifying my practice to meet the goals of this research.  

         Schon 38(1983) suggested the epistemology of practice. He dubbed a process of works “reflection in practice and action”,- an on going interaction of research and practice, in which the professional practitioner engages  in a process of learning in practice.39

The reflective process, says Schon 40 (1983,), spirals through stages of 

appreciation , action, and re-appreciation (p.61).

“ The unique and uncertain situation comes to be understood through the attempt to change it, and change through the attempt to understand it.” 41(p.132).  

       Schon defines a professional practitioner as a specialist who encounters certain types of situations over and over; the experiences may be variations of a several types of cases. He develops a repertoire of expectations, images and techniques , repeating the same types of cases. As an artist, I do not define myself as a practitioner, ( Schon uses examples such as physicians, lawyers, architects etc.) yet I do adopt his model, in my research in the practice context.

 “The study of reflection in action is critically important. The dilemma of rigor or relevance may be dissolved if we can develop an epistemology of practice which places technical problem solving within a broader context of reflective inquiry, showing how reflection in action may be rigorous in its own right and links the art of practice in uncertainty and uniqueness of the scientist’s art of research.”42(p.69).

     A possible way of describing this research is as an ongoing process of 

research         practice         reflection , covering the needed materials till the  actually  

             resolution .

         The reflection on action in this inquiry had several layers and will be further described in the section “reflection on practice”

“Fundamental to the qualitative enterprise is the willingness and courage to reflect on the self as a learner and knower. This reflection, however, does not occur narcissistically. The reflection embraces the “other” as well as the self and the relations between the two.” 43 Rausman &Rails, (p.55)

          Co-operative Approach: My reflexive and reflective model of inquiry endeavour to integrate and implement understandings derived from the study to modify and re-design a new strategy of action. 

         My understandings generated a model of practice, characterized by aspects of co-operative inquiry, that deemed most suitable and ethical for this research. It included a collaboration whereby the photographed women, took part in the actual research. 

        At the heart of this approach lies the critique of orthodox inquiry claiming that its methods are neither adequate nor appropriate for the study of human beings, for it excludes the human subjects from the process of thinking and decision making.44 Peoples are, to some significant degree, self determining. Excluding human subjects from all processes of thinking and decision making treats subjects as less than self-determining persons, alienates them from the inquiry process and from the research’s outcome. To say that people are self-determining is to say that they are the authors of their actions. Their intentions and their intelligent choices, result in their behaviour. Accepting that, one can study people in the fullest and proper sense, meant to address them as self- determining. This means that what they have done and what they had experienced as part of the research, must be to some extent determined by them. Concurring with the above meant, as far as I was concerned, opting a cooperative inquiry attitude.

“… In a cooperative inquiry, all those involved in the research are both co- researchers whose thinking, decision making contributed to generating ideas designing and managing the project and drawing conclusions from the experience and also co- subjects, participating in the activity being researched”45 (p. 326)
          I designed a procedure of work that would allow partnership of the women involved. Not only they were thoroughly informed of the research goals, but they were also invited to assent or dissent, as Heron46 (1981) proposes;

“The researcher and the subject negotiate until agreement is reached. In the complete form of this approach., not only that the subject be fully fledged co-researcher, but the researcher will also be co- subject, participating fully in the action and experienced to be researched.”47(p.20) 

These women actually participated in the research; (initiating and inviting other women to participate, choosing the location of the photographs, choosing the positions and styles of the photographs during the photographic sessions, and editing images for the exhibition, etc.) 

Dissemination and Utilization of the Outcomes:
        Foucout 45 discusses on the interrelation between knowledge and power. “Power produces knowledge, they imply one another; a site where power existed is also a place at which knowledge was produced.”48(p.49).

With regard to the affinity between power and knowledge I prefer Heron’s 49 (1981) opinion.  

“Knowledge fuel power: it increases the efficacy of decision making. Knowledge about persons can fuel power over persons or fuel power shared with person. And the moral principle of respect to persons is most fully honoured when power is shared not only in the application of knowledge about persons, but also in the generation of such knowledge.”50 (p.35).

        Concurring with to the above I thought it was proper to conceive of ways to implement the outcomes of my study once they become available. The knowledge gained in the research must not be available and possessed only to a body of “academic professionals” who enjoy elite status 51, but it should “serve back” to empower those who were the subjects of the research. I organized and provided the arena for the outcomes of the research should contribute knowledge to the public.  I felt it was crucial to publish the “research utilization”, for the benefit of those who participated in the research and others. I aimed this research to contribute and empower the community of the breast cancer patients, their families as well as the public. I wanted to avoid a situation described by Heron 52(1981);

“Research than becomes another agent of authoritarian social control. Knowledge and power are all in the side of the researchers and their political masters, and none is on the side of those who provide the data and are subjects to its subsequent application”53(p.34)
       Therefore, the outcomes (photographs) of this co-operative inquiry were offered to breast cancer organization, requesting their full participation in decision making and in framing application of the research “outcomes for their purposes. By doing so I “protected” them from being excluded or manipulated, from both the acquisition of the knowledge and in its application.

    By implementing in my model of practice the concept of collaboration in the research and dissemination of the knowledge gained in the research I had a possible partial solution to power equilibrium; I endeavoured to empower the breast cancer community with the knowledge gained in this research.
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2.2    The Research

The research is a qualitative research using different methods. It is an applied research which “purpose is to inform action, enhance decision making and apply knowledge to solve human and societal problem.”1   The research explores the condition of breast cancer, in Israel, as interpreted by me and my art photographs. It is a journey of a researcher and an artist in the zone of breast cancer; it was designed to inquire by using multiple methods and procedures. By gathering basic relevant information from a large spectrum of paradigms I endeavoured to acquire an aware and proper practice of photography. This inquiry was aimed to provide an answer by means of photographs that could contribute to society. Those art –photographs were aimed to offer an arena for open communication about breast cancer.

          I searched for an intervention that could provide a support for the women whose breast cancer had torn into their lives and that of their families. I also hoped to contribute to all those others who could help to prevent its advance by means of early detection.


 When embarking on this research I had a primary intuition that photography could assist in the intricate situation underlying breast cancer, yet I didn’t know exactly how. I started to explore the phenomena, of breast cancer. I endeavoured to demonstrate and emphasize art’s capacity to open channels of communication, to change attitudes in society, to teach us to see and accept.             
Notes :
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2.3   The Data Sources

Data for this research was gathered (since 1992), from a variety of sources- 

 Periodical meetings with the “professional representatives”;(director of the                     breast cancer organizations, and the director of the Israeli cancer association). 

      They formed the first source of information. I initiated these meetings, in order to hear about patients’ needs and understand the way in which these organizations operate. These conversations provided me with useful information about the organization events. Furthermore, these representatives initiated the connections with the women who experienced breast cancer and coordinated my meetings with the women who came to my art -studio to be photographed. 

  I conducted taped interviews with “ informers”- women who experienced breast  cancer, during which  I asked questions and received answers. I transcribed the taped interviews (in Hebrew),a  process during which  I re-experienced  (hearing, remembering, re- evaluate) what have happened in the course of the interview; Re-reading the transcript interviews, I could re-consider the findings. 

      Seven interviews were selected for the purpose of this thesis. These were than translated to English. (in Appendix).

   I reviewed the Israeli media - magazines, newspapers, TV (channels 1, 2, and 8) –for pieces on breast cancer. Public awareness is, in part, constituted by the media, thus  I wanted to explore the  information to which the  public is exposed concerning breast cancer. 

   I reviewed publicity pertaining to breast cancer - posters, brochures and flyers, outdoor advertising, TV public service announcements etc, to learn how the message of breast cancer is brought to public.

  I photographed women who experienced breast cancer, usually in my art- studio. The process is fully described. I’ve gathered numerous photographs relating to breast cancer, out of which I’ve selected the works (Suggestion for an Exhibition in Volume II).

 I visited all the exhibitions dealing with breast cancer in Israel during that  period. These are described in Part I chapter in the thesis.

 Conversations with “Professionals Representative” of the artistic establishment: museum directors, (art and photography), galleries owners, curators, and directors of art events. The purpose of these conversations was to learn about their attitude and concerns with regard to an exhibition dealing with breast cancer. It was particularly interesting to discuss these issues with those who had already exhibited such exhibition in their museums( Janku Dada Musum of Art, Ein Hod and Israel Museum, Jerusalem). I wanted to learn about their difficulties (personal and external).

 Internet searches: Periodically, I had searched the web. There I found “materials” spread by the cancer organizations over the world, official information of the organizations and materials written by husbands and mothers of breast cancer patients, personal stories and useful information exchanged between “professionals” and “ non professional”. For me it was an invaluable source of information, albeit non- traceable since sites often appear and disappear,(so they could not be a reference for the written thesis. In writings the thesis I used only sources that had reference in “official” journals.)

 Books and articles on breast cancer. 

 Books in the field of art history- I reviewed several anthologies on the history of art, as well as and books comprising collections of the most important museums in the world, or books collections of world masterpieces. The aim was to gather the best known (to public) works of art that deal with the representation of the breast, in art, ones that are pertinent and significant to our collective memory. I wanted to learn the cultural meanings attributed to the breast (as perceived by the public) and different ways in which it is represented in the history of art.

   I explored literature pertaining to the role of art and the unique virtues of photography-material in the domain of art and photographic theory. I sought concepts that would assist me construct a logical rigor theoretical argument, accounting for the reasons why art and photography may assist in the breast cancer context.

 Books and articles on gender perspectives- I looked for basic and fundamental       articles that would reflect a wide gender perspective; reviews of academic publications, or textbooks on gender, with an aspect of visuals perspective. 

The Boundaries of the Research:

Many domains are beyond the scope of this work 

 I focussed only on those women who survived and resumed their ordinary life.    

         I didn’t deal with death.

  I focused only on artist who employ photography in the context of breast  

               cancer from two aspects: 

     -They are well known in the Israeli “art scene”. 

     -International art- photographers whose contribution in this field is       

      outstanding and recognized.   

·  Financial concerns were not included in this research. All the equipment and     
        photography materials were self-financed. The Israeli Cancer Association  

        supported the exhibition and the catalogue in the museum. 
2.4  The Practice

Participants - The photographed women – the research participants, were women aged 28 to 79, who had experienced breast cancer and undergone various treatments and surgeries. All of them were past the recovery process and resumed their ordinary life. 

  The participating women came from different areas in Israel, cities (such as Tel-Aviv and its suburbs, Haifa , Jerusalem) and other settlements (co-operative and communal settlements such as a moshav and a kibbutz), representing a range of life styles. They were all Israeli citizens - some were born in Israel, others immigrated to Israel at different ages. All women were secular, save one religious woman, who asked to be escorted (by another woman) during the photography session. 

Participants’ educational level ranged from high school education to an MA degree. They were characterised by diverse backgrounds, occupations (singer, lawyer, artist, translator, school teacher, administrative director, accountant, psychologist etc.), status and positions. In terms of marital status, they were characterised by a diversity of conditions; there were single women and divorced, women living with a boyfriend and married women. 

Procedure- the participants were referred to me by the manager of the 1:9 Organisation and by the director of the Israel Cancer Association (all save my own mother). This method of reference proved very helpful, since they were interested in the project and knew the organisation members well enough to judge who would be interested and suitable for such a project. Furthermore, they could make the initial contact with potential participants. Per my request, a representative of the organisation discussed the project with each woman either by phone or in person, explaining the overall purpose and concern of the work and confirming participation.

Potential participants phoned me in order to join the project and schedule a photographing session, while others wanted me to make the contact. From this point on, all interactions (pertaining to the visual study) were personal and direct, and I was the only one in touch with each and every woman in person throughout the different stages of this study. There was no other person involved, but me and the “breast cancer organisation representative” during the different stages of the study, due to the sensitive nature of the subject. 

Informed consent was discussed in detail several times, and it was agreed that the women can withdraw from the project at any time.

The decision to collaborate with breast cancer organisations representatives proved instrumental. Not only did they choose suitable participants, they also supported the entire process: from the very moment the woman was approached, agreeing to be photographed, to the public presentation of the photographs.

This research process was charged for all of us.

The decision “to be photographed” is a difficult, sensitive and important one. In most cases, the women had never posed nude before, nor have they ever considered it. For the majority of them, this was the first time they experience a situation of undressing before and being observed by a strange man who is not a member of a medical team. In other cases, this was the woman’s first experience of being photographed in nude for display purposes. There was a shared sense of modesty, some being shyer than others. 

Beyond the natural embarrassment inherent in such a situation, the potential sense of shame and discomfort of being “imperfect” and scarred could add to the overall experience of the encounter. And in addition to these concerns, we all knew these photographs were intended for the public sphere - an art space, implying public exposure. One must bear in mind that Israel is a very small country where everyone seems to know everyone. Such an exposure in Israel is much more demanding and total. Thus, by accepting a role in the photographic project, they expressed their willingness to contribute to a greater openness about breast cancer. I admire their courageous decision and thankful for it.

In the case of breast cancer, a cluster of concerns adds to the natural embarrassment. A further debate and inner struggle took place: as self identity, femininity, self esteem, defective sexuality, the imperfect body - all being subject to the physical and emotional effects of the cancer were to be exposed again in the photographed session, and exhibited to public. Some of the suppressed fears and apprehension surfaced in this situation. There were also the women’s fears of confronting the visual results and their fear of possible exploitation of the visual material - Indeed a complex and sensitive event.

 But there were my own fears too. At the beginning of the “journey”, prior to these sessions, I felt awkward being unfamiliar with “the set of breast cancer”. I found myself thinking how I would react upon seeing the scar. I wanted to be honest. I wanted to make them feel comfortable. I wanted to be authentic. I didn’t want them to feel embarrassed. I wanted to avoid my own embarrassment. I tried to be as natural as I could; to avoid neither the scar, nor the person before me. All these aspects are channelled into the gaze. The photographer’s gaze at the photographed subject is crucial in this case. It colours the whole scene. The observer is concurrently being observed.

An “artistic” gaze, concerned with composition, light and textures, could not be my primary approach in this case. Instead I wanted to try to be honest, natural, and empathic. During our sessions, I felt I was also being examined: as to how I, as a man, was observing a feminine body. The male gaze was present as well. The observing and responding man was himself observed. 

These concerns initiated my learning on the different aspects of constituting the feminine identity, understanding more about the true nature and substance of the male gaze, and understanding it from the feminine perspectives, thus gender aspects, were asked upon. 

Striving for better understanding, and motivated by the desire to obtain a holistic understanding of the phenomena pertaining to breast cancer in order to fight my above-mentioned initial fears, I followed my intuition, to include, and discover possible relations, which may be relevant to this inquiry.
I assumed that the act of undressing for a photographic subject who experienced breast cancer differs from her experience of undressing for medical purposes, within a medical context. The moment of taking off one’s clothes is an intimate one. In a “doctor-patient” situation we usually undress behind a screen, place ourselves in the right position, and are then ready to be examined. In my study, I designed a mutual adaptation process whereby we both could be “mentally prepared”; I followed the entire process of revealing the body and breast, photographing it throughout. 

This process stemmed from my intention to study the metamorphosis from a “woman” to ”a breast cancer patient”, as if wanting to learn more about the transformation process. Observation, i.e. photographing the entire process, proved to be a perfect preparation method, both for myself and for the woman I photographed. I adopted this process of revelation in all the photographic sessions in this study. 

These descriptions outline the beginning of the project. My prolonged visit to the “realm of breast cancer” and my numerous encounters with breast cancer did not eliminate the fears and anxiety prior to each and every meeting. Each encounter with an unknown person evoked these mutual apprehensions.

 My studio, which is not a medical clinic, yet is more sterile and neutral than a home – provided an intermediate, “safe” zone within this complex situation.

The photographic sessions were held either in my studio, which is located on the second floor of my home - my territory; or (in two cases) in the photography studio in one of the Photography Departments1 where I work – a neutral territory. 

Although using the woman’s own home as a setting could have added greater interest and a possibility of achieving a less artificial result and gaining a greater “artistic” weight, I chose to avoid this even greater invasion of their privacy. I wanted to offer a safe environment with no interruptions, as needed for the project.

After trying (on two occasions) the “neutral” university studio setting2, I was determined to change location. The atmosphere at the so-called “neutral” studio was too formal: Me - in my role as the man behind the camera, and her as the model. As “actors” we both performed our roles, and then parted. No personal interaction occurred, nor was personal information exchanged. A “clean” performance, which led to poor results. Reflecting “after the event” and examining the photographs, I decided that I must change my approach.

I chose my own studio at home for several reasons: First, I wanted to introduce my art works hung in my home and studio to the participants. I believed that by eliciting questions about my works, their fears regarding my intentions and my commitment might be eliminated. All the women were already well informed regarding my artistic reputation and my personal work and reliability. Prior to their photographic sessions, some even went to my exhibitions, most looked at my books, and came prepared.

When the sessions took place at home, preceded by small talk over coffee or tea in my living room, in the presence of my family, the atmosphere was informal – like a social encounter. They saw my home, my family, and me. This proved to be important and essential to the following stages of taking the photographs. 

Medical terms and procedures surfaced in the conversations. Different kinds of treatments, operation procedures I was unfamiliar with, became an obstacle between us. I realised I had to learn about them in order to have a better understanding of the situation. I gathered basic medical information about the disease and its treatments, which provided me with a basic understanding of the medical terms involved. 

The photographs back then focused on the breasts; on the absence of one and the presence of the other. They zoomed in to observe the scar. The frame left out the head as well as the legs; it left out the person as a whole. This was mainly due to the fact that at the outset I perceived breast cancer as a medical condition. For me, breast cancer had medical connotations: surgery, radiation, hospitals, doctors, medication, and scar.

Subsequently, I strove for an understanding of this turbulent condition - the psychological-emotional afflictions accompanying the amputation of the breast, which I felt during the photographic sessions, and the possible causes.

Knowledge of the psychological and emotional impact suffered by breast cancer patients provided me with awareness and concerns that delineated my photographic practice. I explored the main trauma inflicted by breast cancer on the identity of the individual and her family unit - husband, children, and the closest circle of relatives. Subsequently, I sought the meanings culturally attributed to the breast to account for these feelings. Through a partial exploratory survey of the history of visual art pertaining to the breast and of myths representing the cultural traces of the past, as well as meanings, functions and values attributed to the breast, I tried to explore some cultural symbols attached to the breast, which could lead to an understanding of the causes for the psychological-emotional afflictions accompanying the amputation of the breast I sensed during the photographic sessions. 

I then wished to understand the process of constituting the feminine identity, and found out that the media has a major role in the process. Images in advertising play an elaborate role in the ongoing process of constituting the feminine identity.

Based on the power of the image in constituting feminine identity, my basic assumptions that photography may assist in the breast cancer situation were partially validated. My intuitive sense that photography is the most suitable vehicle to construct and convey messages in our time had to be theoretically reaffirmed. I looked for theoretical materials that could establish, a logical structure, attesting to the fact  that art and photography may have a social role. This “bricolage” could assist my assertion that culture may expand the existing narrow spectrum of “ femininity”. The definitions of what is perceived as “ideal” have changed in the past, and, I believe, it may change again in the future to the benefit of breast cancer patients.

On account of my interest, the conversations grew longer. I became aware on their influence on my practice. I felt their inspiration and great impact, and decided to include them, as an inseparable part of the photographic session. Just as an interview, as suggested by Dexter3 (1970), is a conversation with a purpose.(Lincoln & Guba 4p.268), so those interviews obtained a projection and a constructions of feelings into the here and now, a reconstruction of experiences from the past into the photographic session.

Including the interviews next to the photographic sessions was a dramatic turning point in the photography practice. The taped interviews, an idea that originated from the literature5 I reviewed, had an enormous impact on me, on my “models”, and on my photographs. By encountering the personal stories (the in-depth interviews which I conducted ; see Appendix), which added to the stories I read (in the literature), I explored the phenomenon and the meanings of experiencing breast cancer thoroughly. From the in-depth-interviews and conversations I “extracted” the “essence” of the experience. This new understanding shaped my “seeing”; it is likely that these interviews deeply influenced my perception and the atmosphere during the photographic session, leading to a considerable influence on my photographs. I wanted to be able to grasp their point of view. I wanted to shape my perspective to be able to convey this experience to the public. The interviews allowed me to obtain alertness, to avoid practising photography only from my own “cultural lens”, imposing my perceptions on the “set”. Including the interviews, as an in-separated segment of my model of practice, helped me see through the lens of the cultural “other”. They allowed openness, participation and empathy. The interviews, along with the different paradigms I reviewed and learned from the literature (representations of the breast in art, gender, advertising mechanisms, etc.), played a key role in shaping my concepts on this visual project. I asked questions that focused on the needs of breast cancer patients, and on the feelings and experiences they endured, wanting to obtain understanding and empathy. Thus, through this process, the meetings became lengthier. This personal interaction was a process in which I became acquainted with the women and immersed in their stories. Their sincere replies to intimate questions stimulated my own openness. Due to the interviews, the focal point shifted. I sought images that would express “fighting spirit” and would convey and manifest their inner strength, which I could sense. The interviews became the stage on which the inner strength that led to the recovery could be acted out. They could see in my eyes the admiration I had for them, for fighting the battle. They could see their success reflected in my eyes. Not only did they defeat the cancer, but they also succeeded in changing their lives to the point of self-acceptance. The interviews became an inseparable “organ” of the photography sessions. Examining my photographs (of the visual project), one may discern that the focal point shifted from the breast to the face, and I started depicting portraits as well, seeking images that would express “the fighting spirit” of these women, and felt that the face would convey and manifest their inner strength, which I could sense.

Very narrow and quite steep stairs lead from the centre of the living room to my home studio. The studio itself is a very large room, isolated from the house, and overlooking Jaffa. The room is heated in the winter, and air-conditioned in the summer. As a rule, all the equipment - camera and lighting - was prepared in advance, in order for me to be free (from the need to deal with technical problems) and allow me to concentrate on the encounter with the person, on face-to-face contact, so I can be open to the experience, committed to convey aspects of the experience through my photographs.

I used three types of cameras in the project: A 35 mm, a 6x6 camera, and later, a Polaroid camera. At the outset of the project, when using only the 35mm and the 6x6 cameras, I felt that some immediate procedure must be added so that the images “produced” could be seen on the spot, for the purpose of immediate satisfaction of the normal curiosity as to the visual results. We must bear in mind that for most of the women this was a new experience (of being in a nude photographic session, following the breast cancer). When I added the Polaroid, I had an immediate respond to the need to show the visual results, so we could share the experience. 

Seeing the scar as it is represented in a photograph is quite another experience to seeing it in the mirror, or knowing it is there. Actively showing the scar to another person is different from simply knowing of its existence. Likewise, it is different when represented in a photograph. The use of Polaroid was a radically influential procedure. It was an intuitive “move”, which originated from my desire to reduce fears, improve the communication between us, and bridge the gender gap pertaining to our “perception of the world”. The Polaroid photographs introduced the possibility of a mutual examination of results, and enabled discussion concerning the “right way” of conveying the “breast cancer message”. Out of a sense of collaboration, by viewing the Polaroid, the women could contribute their remarks and guide me as to a desired, approved result. Initiating this collaboration was an important step. I wanted to reflect in the project their thinking, their decisions and determination. I looked for their consent in this inquiry. I tried to avoid a situation where these women will be subjects of my research; I didn’t want my practice to be imposed on them. I was aware and made sure to allow a process whereby I could consult with them and be influenced by their experience. I tried to avoid the situation described by Heron6 (1981b):

“If the propositions are generated exclusively by the researcher, who is not involved in the experience being researched, and are imposed without consultation on the practical and experimental knowledge of the subjects, we have findings that directly reflect neither the experience of the researcher nor that of the subjects”7(p.327)

The body of knowledge I explored was absorbed and assimilated in my mind, heart and eyes. It penetrated photographic practice and my photographs. I reviewed gender-minded essays. I became conscious and aware of gender concerns, and obtained empathy and participation as I gained better understanding. The act of transferring the “power” to the women by allowing a co-operative inquiry , “coloured” the entire mise-en-scene properly. Their active participation and involvement were crucial. In a way, it may be said I became a “tool” of expression for their needs and will. They determined their representation and interpretation of the “research results”.      

The equilibrium of power shifted to their side. By adopting a co-research approach, I undertook a methodology taking into consideration their decision making and thinking which contributed and generates ideas. They determined a significant degree of the research’s practice. 

The camera was usually situated on a tripod. This was done on purpose, since I wanted to be able to get away from the camera, and free to move and speak. I wanted to design a situation where a person encounters and interacts with another. A camera “attached” to my eye could have interfered and add an element of alienation or voyeurism to the scene, which I was determined to avoid. For the same reason, I avoided any equipment such as flash, camera–drives etc. I chose permanent warm lightning and connected a releasing-cable to the camera, so I could actually “take the picture” from a distance. In a sense, the camera may be said to have “functioned” as a third eye for both of us, allowing the portrayal of artistic synthesis of essences and meanings of breast cancer experience. 

The tripod and camera were in fact located at a distance, so as to avoid a too intrusive position. I usually situated the camera at a distance, which would generate a “sense of safety”.

Through this sense of safety and trust, and on account of the need to regard breast cancer as a familial issue, I invited the women’s partners to join us.

I had little success in persuading them to actively participate in the photography sessions. The few who did show up took part in the interviews and dialogues, but chose not to participate in the photographic scene.

Likewise, I sought the involvement of the entire family, inviting them to see the photographs, before their exhibition; asking for their participation in the final process of selecting the frames to be exhibited in public, and for their active approval.

Before the exhibition project became a reality I asked them again to observe and approve how they would appear in the exhibition, which was scheduled for September 1998. Prior to the exhibition, the museum requested a signed approval in writing as well.

 The analysis strategy in this study was an ongoing analysis literally reflecting – pause and think, processing and learning what has gone before. Rethinking the meaning of the experiences and changing procedures accordingly through the study. I reflected upon every session, every film photographed, and every photograph printed. 

The reflections encompassed several layers-

Reflection in action- acting, responding and providing answers on the spot, during the photographic sessions.

Reflection on action - reflection after the event (photography sessions) took place, based on my feelings and logical thinking. Interpreting, comparing, drawing lessons for further directions of study, or altering work procedures.

Reflection on action (on the photographs) – I used my photographs as documents. Treating them as yet another source of data, so I could examine them. They provided me with further information, which I could not detect during the face-to-face interaction. The images revealed face grimaces and gestures, conveyed atmosphere, provided insights. 

Based on what I have learned from these reflections, from literature and from reflecting on my practice, I modified my model of work, looked for more knowledge and engaged in further learning and further photographing. I sought insights in historical art works, paintings and sculptures, in mythology, in literature. The prolonged time of research, its flexibility and its open-ended procedures allowed the research to evolve it progressed. I strove for improvement, for further learning, until the final product was satisfactory. 

In this study I was the instrument for data gathering, analysis, interpretation, and for synthesising all these into artistic matter. The different materials I studied and reviewed, the experiences and face-to-face encounters, my previous background and knowledge - all these blended, assimilated and penetrated into my photographs. The more I delved into the ocean of information concerning breast cancer, and the more I photographed breast cancer patients, the more I realised, to my surprise, that the crises pertaining to feminine identity caused by breast cancer, existed in the world of the healthy as well, as we all are “in the chase” for the perfect body. At this point I felt I was no longer photographing “ breast cancer patients”. I was photographing “normal” women, and so I could release myself from the fetters of fear. I returned to the “safe shores” of art. It was then that theme from art history re-surfaced in my photos. My underlying concept had changed. I was no longer preoccupied with documentation of an illness, since I was no longer regarding these women as “cases”, and could see beautiful “ordinary” women who had experienced breast cancer. I became concerned and preoccupied with the entire framework, as in my other art-photographs; with the creation of the one and only photographic expression, which would clearly convey its masterpiece qualities - only this time my model was a woman who had experienced breast cancer.

It was only natural that, due to my background, famous artistic masterpieces filtered into this inquiry. It may have been the photograph of Goya’s painting “The Maja”, hung on my studio wall that inspired the gesture Keren chose for one of her photograph. She had already created (several years earlier) her own interpretation to Deana Metzger’s “Warrior”, in a beautiful and liberated photograph. This posture may also be accounted for as application of Goffman’s 8 method of semiotic analysis in advertising, investing products with value by relating them to that which already has value for us. Exploring these associations may have led to this powerful photograph. All those reasons and others may have led to this photograph. It was the last photograph I took for the purpose of the research. Upon seeing it I knew the research has reached its end. I approved of the result.

“Enter into the world. Observe and wonder; experience and reflect. To understand a world you must become a part of that world while at the same time remaining separate, a part of and apart from. Go then, and return to tell me what you see, and hear, what you learn and what you come to understand.”9 (Patton, 1980; 121)
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2           Ibid.
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2.5 The Editing Process 

It is indeed an important issue determining the selection of works to be included in the final proposal for an exhibition. 

         The selection of works must be determined by the target of the project. The desired goal was to exhibit the project within an artistic context (gallery, museum, art magazine), in order to open channels of communication with the public pertaining to breast cancer. This basic assumption presupposes a “healthy” or “general ” public, which is the ordinary audience of such an institute. 

          Therefore the first act of selection was to determine which photographs would “survive” my judgment as an artist, and artistic judgment in general. The visual project had to undergo an artistic “quality inspection” first, otherwise it would not be accepted by any art space. My other concern was that the breast cancer message would be conveyed “appropriately”. (Not too frightening, nor too shocking). I deliberated about the measure of threat, or degree of intimidation, that could be employed without crossing the boundaries of rejection, and still remaining authentic and sincere.

         The selection process for the exhibition at the Tel- Aviv Museum of Art may, in fact, provide a good working model to be adopted elsewhere. There, I recruited the assistance of two “curators”; each presented and insisted upon her concerns and interests being influential and pertaining to the field she represented. The art curator represented art’s demands, whereas the director of the Israeli Cancer Association represented the “breast cancer message” and focused on the best way to convey it to the public. (I knew she had previous experience as well as the ability to determine just how far to take the exposure, without overdoing it).

         We held long sessions in my studio, with both representatives and their assistants, selecting works, discussing and arguing. There were photographs that we all agreed upon immediately. These were the first to be selected. Each of the eight people involved argued passionately in favour of one photograph or another, each claiming that a particular work was the one that ”grabbed” him/her, the one that conveyed the message appropriately and quintessentially. I heard them say things like: “for me this work is the very essence of the message”, each pointing at a different work. It was then that I realized that different people prefer and require different genres. I decided to sort the photographs into several categories, based on their different genres and touching upon various aspect of breast cancer, since I realized that by incorporating several styles, we might be able to reach a wider audience. 

        Thus, we may target a wider public, filtering the breast cancer message into their minds and souls, in similar manner to market segmentation.

        If we observe what happened at the Tel Aviv Museum exhibition as a model for audience behaviour, we would find that each work had its own group of followers from among the viewers.

         In the selected group of photographs entitled Suggestion for an Exhibition I tried to convey something of what I learned during the process. Before making any selection, I asked for the consent of the photographed women and their families to exhibit their photographs in public. I wanted to be sure that none of them would have any regrets about being “exhibited” to the public. From my experience I am aware that in our small country it takes a lot of courage and determination to expose one's body in photographs intended for public display. These women declared their illness openly. Since I am well aware of the great demand I put on them, I respected their choice. This is not my typical working process. Ordinarily I tend to do the selection myself, with minimal intervention from others. This time I entered into a different process that seems to have being justified. Since the project’s aim on this occasion was not to demonstrate my talents as an artist, but rather to convey the message of breast cancer to the public.

         I tried to allow the expression of “wholeness”- the whole soul reflected in the body. I tried not to look at what was missing, but to show the fullness. I looked for photographs that would represent the strength, and the acceptance these figures exhibit. The gaze is that of a proud woman, aware of her femininity and sexuality, who is an object of admiration by any standards.

         Among other things, I have learned that the loss of hair is another aspect of breast cancer, which differs from the loss of a breast. The garment can conceal a missing breast, but the baldness is still evident, declaring the illness in public. This aspect had to be expressed in the works. In the portraits I chose to combine three different phases of awareness: from a portrait representing despair and submission to a stage which manifests “beauty” and “strength” - corresponding to a process I identified in the women. The earring is emphasized in all three phases, as an ornament pronouncing femininity and beauty. 

          Bearing in mind the sensitivities of the “healthy” public, and of the request of the director of the ”Israel Cancer Association”, few photographs were not incorporated in the show. (Plates nos.45,46, and my mother’s photograph ,plates nos. 24, 54)  She perceived these photographs as being too strong, and too blatant, for public consumption ,and I respected her considerations even though I felt these were strong, effective works. She did not want to associate breast cancer with old age. She claimed that for the “healthy” Israeli audience, the message transmitted by these photographs may be too threatening. 

         I agreed to omit these works from the exhibition at Tel-Aviv Museum, but I do include them in the project. I believe that locations more receptive to nudity than Israel could tolerate these photographs. I see the elegance and dignity expressed by these portraits. In my opinion, it is a mistake to think that with old age, appearance ceases to be a concern. Old people should not to be looked at as if “it is all over”. I do think it is important to include the entire range of age groups, young and old, thus representing society more broadly. After all breast cancer affects people of all ages.1

          In a lecture I gave at the closing night of the exhibition at the Tel Aviv Museum of Art I incorporated these photographs, which were warmly received by the viewers and by the art milieu.

         Within the conventions of body representation, and employing the same metaphors as those used by art, the scared body receives the legitimacy of beauty.
 To sum up the exhibition held at the Tel-Aviv Museum of Art, I do think that the show lived up to all my expectations. A poster was printed and put up across the city (plates nos. 41-43). The exhibition succeeded in bringing breast cancer into public awareness. The exhibition received wide coverage in the newspapers, magazines, art reviews, radio and TV.
1 In my last internet search,( Jan.99), I came across Cartwright’s article, which was published in Nov. 98 (in the journal “Cultural Studies”). To my surprise she has reached the same conclusion as me (and probably around the same period of time). She also claims that in the representation of  breast cancer, complexities of ages has to be considered as breast cancer is the concern of  women in their fifties and sixties , as well.

2.6   Reflections on the Exhibition and on the Experience of the Photographed   

        Women
The positive process the exhibition triggered amazed me. By its very essence I could only examine the most evident and visible scenes. The opening night was a good opportunity for this. There I could see many of my “models”; some were identifiable since their photographs were exhibited, while others, whose photographs were not included in the show, were anonymous. Nevertheless they came to participate in this festive event, celebrating our success in putting breast cancer on the public agenda, in a dignified and respectful manner.

Mara – Is an artist in her own right, as well as a neighbour and a friend. I took her portraits (Plates no. 41-43) during the period when she was receiving chemotherapy treatments. She concealed her illness and, in fact, only a few friends knew exactly what she had. When the arrangements for the exhibition began, I invited her and her family to see the enlarged photographs in my studio. She came with her husband. By then her hair had already grown back and the breast cancer “episode” was already behind her. Being in a different phase she could now look back at that period in her life. It was a very exciting moment. They both stared at the large format portraits, and both praised the photographs. I usually feel awkward about being complimented, and I was very embarrassed. Mara said, ”Boaz, you are a great artist!” It was only a few days later that I understood what she really meant. She had asked her son, who is also a young artist, to come to my studio and see the work. When he showed up with his wife, he said he could see why his mother was so impressed and moved by my work. A few days later I received a letter from Mara,1 describing the process which was initiated in her by the works. Looking at the photographs and not recognizing herself in them, made her consciously aware of the wall of denial she built in order to cope with the disease. In her letter she wrote: 

“In your photographs you managed to touch upon my truth. The first impression I got from the photographs, when I still had not realized these were photographs of me, was so strong, and my excitement which resulted from identifying myself in them confounded me, and I am still under that strong impression, so I decided to write to you…. These restrained portraits left no room for my denial and managed to penetrate through all my shields. The sensitivity of your work had filtered into my heart and remains with me. I think you deserve great compliments for your work. The visit to your studio was an incredible experience for me. 

           Thanks, 

            Mara.” (In Appendix , Hebrew)

I mentioned Mara’s work to the art curator of the show and did my best to make sure she saw Mara’s paintings. Consequently, her work was selected for the exhibition. It was a great moment for her. It was the first time she had exhibited in a museum. In a text written for the exhibition catalogue she described the internal process she had undergone :

  “… A few months ago, about two years after the treatments were completed, Boaz Tal invited me to see the photographs he had taken of me. I stood in front of the three huge portraits, and found myself amazed at the powerful photographs and presentation. Even though I came to see my own pictures, it took me more than five minutes of gazing to realize that they were my portraits. All of a sudden I became a total stranger to myself, a person obviously afflicted with cancer, which deeply impressed and moved me. The alienation from the photographed person made the wall of denial I had built come tumbling down and I was pleased to find out that I needed it no longer. Under this impression I returned to the studio, and for the first time took out my works of that period. The paintings which had seemed at the time confused and rather sentimental, now seemed integral to the rest of my work in the two years, regardless whether the subject was landscape, flowers or figures”.2
At the opening I watched her glowing with pride, shining with glory, surrounded by her family and friends. She was interviewed for the prime time news show, and standing in front of her photographs, she talked about her experiences with breast cancer. No denial, no concealment, but an openness to speak about breast cancer in the media. She discussed candidly her struggle and successes: both internal and artistic. And I was pleased to see her and to realize this was a great moment shared by both of us. It went beyond my expectations, as my initial aim was to open channels of communication within the family; I was not expecting such a personal declaration broadcasted to the entire nation.

Keren - Her consent to the selection of photographs was immediate. Upon seeing them she expressed her delight to see herself and her beauty in the photographs. She expressed her willingness to expose herself completely, to be interviewed by anyone in the media who wished to review the exhibition, and indeed her story was published in the magazine section of one of the most popular newspapers in Israel - Yedioth Aharonoth.

        On the opening night, she entered the room like a queen. All in white, beautiful and glorious, she walked around, followed everywhere by a TV crew which was making a documentary about her. There she was, tall and proud, telling the different reporters about the breast cancer experience she had undergone. It was a moment of triumph. Since everyone could recognize her, women addressed her, expressing their gratitude for her openness. Being near her I could see several women approaching her, each of them telling her how she benefited from her act. Through her I could fathom the positive impact the exhibition had.

Tami - who has had experience in interviews about her breast cancer experience, joined me in several media interviews, once again relating her story and presenting the film she had made about her experience.

       On the closing night, when professor Yalom, the Director of the Israeli Cancer Association and myself, lectured, Tami performed and sang for the audience. The songs unfolded her experience, deeply moving the audience.

Notes to section 8.3

1 
Ben-Dov. M., Letter [Hebrew] (See Appendix). 


2        Ben-Dov, M. (1998), Putting Herself in the Mirror, Tel Aviv Museum of Art,      

             Tel-Aviv, p. 19.

2.7   On The Trustworthiness of The Research

 Multiple perspectives exist regarding the importance of verification in qualitative research , the definition of it, and procedures for establishing it.1

Traditional quantitative standards for judging the value of the research projects such as reliability, validity, generalizability and objectivity that were the historic criteria to judge research findings, become blurred terms in the field of qualitative research2 and are exchanged with alternative different terms and procedures of verification, according the tradition of inquiry. Along with the evolution of methodological priorities and concerns, there exists an emerging discourse on the subject of standards and methods of verification. 3 (p.197).

Given the diversity in perspectives and views , and the multi-vocal discourse I have chosen criteria of verification as presented in the model of Creswell4(1998), which reviewed the literature and gathered verification procedure often discussed.  Those criteria are often mentioned by several other models as well,( Rossman and Raills 5(1998) Lincoln and Guba6 (1985) Lincoln 7(1995), Marshall & Rossman8 (1995)).

       To insure the trustworthiness of the research Creswell 9(1998) suggests several procedures; He recommends that a qualitative researcher would engage in at least two of them in any given study.10 In my research I engaged in  five of those procedures. 

·  1.   Prolonged engagement .”in the field include building trust with participants, learning the culture, and checking for misinformation that stems from distortion introduced by the researcher or informants….In the field the researcher makes decisions about what is salient to the study, relevant to the purpose of the study and of interest for focus”11. 

       I am doing this research for seven years. I have been “sailing” in the journey in the zone of breast cancer for a very prolonged time.(1992-99).My prolonged engagement and the investment of this time achieved, as I believe, the learning of the “culture” of breast cancer patients and their families and secured that my understanding of the breast cancer phenomenon, is extensive, and  in the context in which it is embedded. Time allowed me to focus on issues, which are relevant to the breast cancer community, oriented to their needs.

· 2.   Triangulation- “Researchers make use of multiple and different sources, methods, investigators, and theories to provide corroborating evidence. Typically this process involves corroborating evidence from different sources to shed light on a theme or perspective”12. 

In my research I’ve extracted learning from different sources. I retrieved knowledge from literature and related research reports, from readings personal stories about the breast cancer experience. I held conversations with different participants from the breast cancer community. I retrieved information from interviews I held with the women whom I photographed. The different sources are described  in detail in the section “ The procedure of data collection”. Those sources re-confirmed the “findings”
· 3.   Peer review or debriefing -"provides an external check of the research process…. Lincoln and Guba 13(1985) define the role of the peer debriefer as a “devil’s advocate” an individual who keeps the researcher honest; ask hard questions and provides the researcher with the opportunity for catharsis by sympathetically listening to the researcher’s feelings”14.

I held periodical encounters and conversations with the persons in the position of management of the “Breast Cancer Association”, and “The Israeli Cancer Association”. Those meetings were most important because they constantly followed and closely watched the proceeding of this study. From the outset of the research, they were constantly en-guard , following the results, securing and hearing the feelings involved .

I initiated several encounters with (external to the project )colleagues-Art and photography curators, among them those who had previous experiences in exhibiting breast cancer exhibitions- (Mr.Peretz Nisan, the curator of photography at  “ Israel  Museum”, Jerusalem ,  and Mrs. Zomer Raaia, director of Janku Dada Museum). I presented my images to both of them wanting to hear their opinion. 

· 4.   Member checks –“The researcher solicit informants’ view of the credibility of the findings and interpretations… This technique is considered by Lincoln and Guba15(1985) to be “the most critical technique for establishing credibility(p.314). ..involves taking data analysis, interpretations and conclusion back to the participants so they can judge the accuracy and the credibility of the account.”16
       In my practice not only that I shared interpretations of the emergent findings with the  participants,  but I actually  “negotiated” until agreement was reached (about the images). I took the photographs (i.e. Polaroid images –on the spot, and later the enlarged images ) back to the participants so that they can judge them . I asked them and the two directors of the cancer organization) to examine and approve the images , on a constantly changing process until we achieved a satisfying result. By doing I actually made possible and open an opportunity for the “voice” of the participants to be heard and expressed 17(p.196)

-      5.       Clarifying researcher bias-“ from the outset of the study is important so that the reader understands the researchers’ position and any bias or assumptions that impact the inquiry…”In this clarification the researcher comments on the past experiences, biases, prejudices and orientations that have likely shaped the interpretation and approach to the study”18(,p.202),

I’ve done this explication in the preface in the section called “the journey into the zone of breast cancer” in which I largely described my biography, my previous art works and my assumptions (in words and images) in the connection to the issue in study, so that the reader could acknowledge my pre- positions that have shaped my approach to the study. 

  In additions to those criteria and procedures Rossman & Railis19 (1998) demand 

that the study is conducted in an ethical manner, with sensitivity to the complex 

interpersonal situation and politics that being in the field embraces20 (p.45)

        From the outset of the project, the activities of the research matched with the aims of the breast cancer community and was designed to contribute to their empowerment.  I gained the participants informed consent –From the outset they were as fully as possible informed on the study’s purposes and audience , they understood that their agreement entails . They agreed to tape the interviews, and they agreed that their photographs will be published in a public domain. They were fully aware that  their privacy and identity could be exposed, and they gave their consent willingly, because they all shared the stated goals of this project and they were willing to contribute to the awareness of breast cancer in public. Never the less their agreement was asked again and again, (by me and by the museum in writing) so they had several possibility to withdraw from the project without prejudice. I protected their identity as much as I could .I never revealed their identity, names or position, and never related images with identities. I took every possible precaution to ensure that no harm will  come to the participants as a result of the conduct of the study. In this study a democratic and cooperative practice emerged. In my model of practice, the women whom I photographed and other participants in the research were involved in different stages of the inquiry, and the learning extracted from the research served the purposes of the community in which this research was carried out and  was furnished back to benefit and empower the breast cancer community and the public. These provided mutuality and reciprocity and honour between us, and in the context of trustworthiness of the study’s results, this ensured the truth-value of the outcomes, linked to participant’s understandings and perspectives.
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3. CONCLUSIONS AND IMPLICATION OF THIS PROJECT FOR FUTURE WORK
Completion of the Research- 

The extent of this research was determined by my curiosity, my strive to learn and my eagerness to understand the phenomena of breast cancer, and the ways in which photography may assist in the breast cancer situation. What were the indications that the journey was approaching its end ? There were several indications ; 

First, in my occasional search endeavours (Internet, libraries) I no longer encountered  new issues, or aspects . The same domains emerged again and again from different sources. Moreover, new books and new articles that affirmed my arguments, and conclusions, were published.(Yalom’s 1(1997) book, A History of the Breast Cartwright’s2(1997) article “Community and the public body in the breast cancer media activism”, Art Mayer’s3(1996) book Winged Victory; Altered Images. Transcending Breast Cancer.

The volunteers of the Cancer Association considered me “part of the group”. According to Morse4 (1994) that is the time to withdraw from the “field” as there is a lost of the sensitivity and objectivity.

The whole “picture” of the research began to clarify and the different parts of the puzzle started to come together into a coherent composition, like a gestalt of the different domains, a clear vision of the area of study . I could see cyclical connections and relationships between the different variants. The bricolage structure acquired its form and shape.

        The formal ending of the visual project and its final stage, was embodied by the exhibition at the Tel Aviv Museum of Art, and the symposium organised by the Director of the Israeli Cancer Association, with  the participation of  Prof. Marlin Yalom, and we all three lectured to the audience at the vernisage of the exhibition.

As in the ending of a theatrical play  “Figures” ,“Heroes” and “Characters”(My mother, Judy, Mrs. T., Irit, Lea Dovev, Prof. Yalom , Sarka, Keren, Tami, Dana, etc.)who played their “roles”  in the journey re-emerged to participate in these two events, ( the exhibition opening night, and at the vernisage of the exhibition).I could see the beginning  of an open dialogue about breast cancer, in the public domain. The events received media coverage; the condition of breast cancer was “all over”, so to speak.

                         I appreciated the photographs I had created and presented. They were exact, in delivering the message. I felt I did it right and I could not do it better

I would like to outline the path along which this study was done. It may be described as a spiral one, which kept expanding as we progressed. 


I explored the condition of breast cancer ; gathering basic relevant information, focusing on the main beliefs regarding the causes that may lead to breast cancer and  the main trauma caused by breast cancer on the identity of the individual and her close circle of family  . Major damage occurs in the psychological and emotional aspects of the breast cancer patient’s life. 

          I sought for what may be the unfulfilled needs of breast cancer patients as they expressed them. I found out that breast cancer affects the entire family unit: husband, children, and the closest circle of relatives, and open communication about the anxieties, the sexual rehabilitation, and the feelings of low self-esteem, may lead to regaining one’s well-being. 


Our culture has attributed to the breast several additional meanings and properties, therefore the removal of a breast is not simply the elimination of the affected tissue. It is likely to say that when breast cancer attacks, it attacks not only the body, but also the soul, likewise affecting aspects of one’s personality as well. Those aspects have cultural origins. Hence, if we wish to achieve a more complete healing, we must apply cultural means as well. Accordingly, exploring the origins of cultural meanings attributed to the breast. It presented an partial personal survey of the myths and art historical interpretation .By images and text, some cultural symbols which the breast bears are described, that could lead to an understanding of the causes for the psychological- emotional afflictions which are accompany to the amputation of the breast . This view was aimed to understanding the sources of the meanings, functions and values attributed to the breast, and the ways they are represented in art.


Through art in the past, and art and advertising at present ,we may delve into the process of constituting the feminine identity. It is likely that the media and world of  advertising are perceived as the key institutions constituting the feminine (and masculine) identity through that which  is represented and perceived as feminine identity. 

          Assuming that femininity is determined by culture, and that the definitions of what is perceived as “ideal” have changed in the past, I suggested the concept  that they may change again in the future for the benefit of breast cancer patients. Culture may expand the visual arena through further images, which would widen the existing narrow spectrum of “ femininity”. I tried to show why art in general, and photography in particular is suitable for the purpose of changing attitudes. Through an inquiry into both ancient and modern theories of representation, I endeavoured to demonstrate and emphasize art’s capacity to open channels of communication, to change attitudes in society, to teach us to see and accept. I focused on the suitability of photography as the specific art form relevant to our times - the epoch of the image, that allows us to see and thereby perceive the world. 


I reviewed  a number of  outstanding artists pertinent to this context-Jo Spence and Matushckha, and in Israel, Ariela Shavid and Shuli Nahshon.            
       Part II depicted the visual project:  I profiled the participants – the women whom I photographed during the project, the location, the equipment, the concerns that framed this visual project; The concerns drawn from the “knowledge on breast cancer” and the interviews ,both, reflected and affected  my photographic visual research. They designed the visual project to its exact results. A brief text accounting the choice; The process of editing-selecting the works for the exhibition I helped organize at the Tel Aviv Museum of Art. 



Volume  II includes all the plates- images which were enclosed to this study, along with the final photographs which form “a suggestion for an exhibition” on breast cancer.
            It is extremely difficult to summarize such a large number of  processes which occurred  in parallel and influenced each other. The starting point of the work was my personal involvement with the subject, and my curiosity. My predisposition to deal with inner conflicts by means of photography prepared me to deal with breast cancer, and my desire to contribute to society set the direction. I sought an intervention  which could provide a support for the women whose breast cancer had torn into their lives and that of their families. I also hoped to contribute to all those others who could help to prevent its advance by means of early detection.

The more I dived into the facts and information available, the more I became astonished. Although breast cancer is widespread and reaching monstrous proportion in Western society, I found it amazing that an attitude of denial and neglect among people still predominates. 

The more information I accumulated, the more frustrated I felt.  Being involved and even swamped with personal stories, I began to realize that breast cancer devastates not only the human body, but also its psychology; the soul, and  the self.              Most of the women complained that they had been treated as “a medical case”, and not as a whole person. They were addressed as if their body was a separate organism, uncontrolled by and disconnected from their humanity.

       In this work I learned to observe our limitations. Our western way of thinking, which separates body from soul, and fails, so I believe, at this level. Fostering the body while neglecting the soul can generate disease. Happiness may require a more holistic perception of ourselves. 

          It may be that when treating only the body while neglecting other aspects of human existence leaves unsolved problems and unfinished business, which preoccupy us intensely, burning up energy that could be more productively channelled into healing.

In this work I learned and realized that in many cases we have neglected our inner satisfaction and abandoned our potential happiness. We have become enslaved by false images that we ourselves have built and cultivated. Our culture has designed feminine and masculine stereotypes, which have come to dominate our way of thinking and behaving. I feel that the search for the perfection is an endless struggle; I agree with Plato that the perfect does not exist in the real world, but only in the world of ideas. Yet we continue to invest more money in advertising, in the field where such perfection is cultivated.

I discovered from this research the importance of the partner’s role in breast cancer rehabilitation. Without his/her support and understanding the woman’s sexuality and self-esteem cannot be restored. The partner must be involved in all stages, in all treatments, and in the entire process. The professional team, as the usual and accepted policy ,should include the partner in the whole process.

In the last two years I have shown slides of the breast cancer project to my photography art and design students, most of whom are women. There are few men. They are all in their mid-twenties, highly intelligent, usually in their second or third academic year.

The presentation is usually their first encounter with breast cancer, except for those who had personal or family involvement. None of them had ever seen what it looks like and I examined their reactions. 

Some of them rejected it, asked not to see it and denied the issue. Some of them asked for more information. Shame and embarrassment were always involved, and this tended to inhibit the conversation. However, once I continued to broach the subject a vivid and exciting discussion would develop.

All were amazed by the enormous extent of the phenomenon. The subject always led to many questions. 

They  all knew more about HIV, which is a relatively new disease, than they knew about breast cancer, a disease which has existed in our society for more than 2000 years. Why?  Perhaps HIV is better publicised.

I feel I was granted a special gift: the ability to bring up the issue of breast cancer in public, verbally and visually. I wish to share it with more people. In my view social change can occur if a wider audience is exposed to this work. I am now in the process of finding possibilities for its publication. 

Due to my exhibition, the director of the Israeli Osteoporosis Association( who was invited to my exhibition), initiated a photography exhibition in order to enhance awareness in public, towards the phenomena. The European Forum for Osteoporosis adopted the idea. They invited Toscani (Beneton’s photographer) to photograph the project.

Seven years ago ,when I started, the Internet, scanners, and digital cameras were rare. Today they are freely available and widely used. Distribution via the Internet and Info-therapy, the new therapeutic field, can lead to new  possibilities. It looks as if  in 1996 there has been  an universal  searchlight  focusing on the issue . (Yalom’s book 5A History of the Breast was published only in 1997, Art Mayer’s book6 of photographs and poems, Winged Victory; Altered Images. Transcending Breast Cancer, was published in 1996,after he too, has identified the need of visual materials about breast cancer. The relevance of my interpretations were strengthened by a very recent article written by Lisa Cartwright 7,in Cultural Studies , Nov.98).

I expected to find a lot of art dealing with breast cancer. Art has possessed the ability to deal with human suffering. I was surprised to discover that very few women artists have worked with this subject, usually during their self healing process. The art arena is yet another vast channel with the potential to raise the issue of breast cancer. Art has its relations with the public, and as Plato noted  (2000 years ago), art  is a conduit to transfer messages to audiences. 

The implication of this project for the future is the concept that breast cancer should not only  be dealt with as “a women’s problem”. It is likely to be the society’s problem. It must be opened up and brought to the awareness of the public. I believe that communication about breast cancer is no less important than surgery and drugs. 

What is to be learned and practiced, from this research, is that in order to raise awareness of breast cancer, the exposure must be constant, recurrent, with dedication to the issue. It is an on going assignment. Breast cancer must be widely published, disseminated among large audiences, using all means .The media is a adequate available conduit to convey massages that reach a wide public.

I suggest the methodology of this research for an aware practice .It may use as a new model of practicing photography joined to research and theoretical learning.
I wish to thank all those who helped me in my work: the breast cancer organization , and the Israeli Cancer Association ,who involved me in their vision, and all the wonderful women who participated in this project and who trusted me and my intentions. We all share the same belief in the power and influence of the individual in a rigid system.
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5. Appendix

The Full Text Interviews

2.  Emma

My name is Emma. It is my grandmother’s name. It is the name I’ve had from birth. I am 35 years old, nearly 36. My birthday is on 29th October. I am single still, unmarried. I work in the field of information data. I’ve studied this subject at Bar- Ilan University. I am about to graduate with my M.A in this field.

My B.A was in Hebrew Literature. I graduated at Beer-Sheva University. I work for a car company, in information data. It is a new job. I started it just last year. Previously I worked for the educational T.V station, in their archives.

Q.
Do you have brothers or sisters?

-
Yes,  I have one brother, he is 30, and one sister, she is 25.

Q.
So you are the oldest?

-
Yes. They are all healthy, and my mother too.

Q.
Do you have any other relatives?

-
No. They were all killed in the Holocaust. 

Q.
Your family are Holocaust survivors? What does this mean?

-
My father mostly. But he usually does not speak about it. He is 67 years old. In recent years he has started to open up a little, and he began to tell stories, but I don’t know much. I never sat and talked with him about it. I know in general what he went through.


   My mother was not there, with him. She was somewhere else. They are my only family, really. I also have some uncles but I met them only recently. I never saw them before. It was nice meeting them. But it was really bizarre as I was already used to the fact that I don’t have relatives. I lived in New-York for three years, and then I met them.


I lived in Manhattan. I left there when I found this tumor in my breast. I didn’t yet know what it was. I intended to leave New-York anyway. I was living with my boy friend, working in a lot of jobs. But I did not see myself living there permanently, without a green card. I left 5 years ago.


I found out about the tumor when my gynecologist to whom I went for a prescription for the pill, did a routine check of my breasts. This is routine there. Here it has become a routine procedure only recently. Then I was sent to do a mammography. There they saw the tumor. I didn’t know what it was.

Then I only knew that there are cancerous tumors, and regular one, and I thought they would take this tumor out and that’s it.


Luckily, I returned home. I decided that if I had to have an operation, it would be better not to be on my own, so I decided to return home. 


Here I went to check the tumour. They performed a biopsy. I had trouble with my health insurance. They didn’t want to reinstate me. So I started with a private doctor and then, when the chemotherapy treatments began, they agreed to take me back.


I had surgery. The doctor removed the tumour and the lymphatic gland. Then I had to have about six chemotherapy treatments. It took about a year.

Q.
How did you feel?

-
They were not too drastic treatments. I had one every three weeks, and after the first ones I felt O.K. I had them on Thursday, so I had Friday and Saturday to rest and so I could work. I took only one day off- the day of the treatment. But the last ones were more terrible, because my hair fell out. My head went bald. So part of the time I wore a wig and the rest of the time I stayed bald and wore a hat.


That was the hardest part. I didn’t mind the scar. It is underneath and you can hide it with a shirt. But you can’t hide your head.

Q.
The scar did not bother you at all?

-
It does bother me, but not crazily. It changed my shape, it has disfigured my breast  but that is not the worst part.

Q.
Is the absence  of hair a more severe  problem to you than the scar ?

-
Yes, it is because this is external and so everyone can see.

Q.
Have you spoken to your parents, brother, sister, about the cancer?

-
Yes, I have. They were all involved  and wanted to help. Usually, we are a closed family. My parents are more restrained because of their Holocaust background. But, my illness caused them to start talking. Suddenly, my father started to tell me stories from that period, things he had never spoken of. It permitted us to talk more openly about feelings and fears.


I can talk to my friends about my worries, but I can’t speak about this with my mother because she already worries about me.

Q.
Was the subject of death brought up in conversation?

-
I spoke about it only with my friends.

Q.
Are those new friends, or friends from before the cancer?

-
They are my old friends and new ones. But they are not from the surroundings of my breast cancer. All the people I met in the hospital were older than me.

Q.
To whom have you shown the scar?

-
To my sister. We are really  close. She wanted to see it  and I wanted to show it to her. I wanted to hear what it looks like. I wanted to hear from them how disfiguring it is. 

Q.
Did they also show you their breast in this situation?

-
No, they did not. 

Q.
How do you feel it looks?

-
When I look in the mirror I see it is a little disfigured.

Q.
Have you had a reconstruction?

-
No, I haven’t. I didn’t feel like undergoing additional surgery. When I am dressed it  looks O.K. It is only I am naked in an intimate situation that it bothers me.

Q.
Your surgery was back in 1992. When was the first time a man saw your scarred breast?

-
It was my old boy-friend. The same one with whom I was in New-York. He also returned and was with me throughout the entire process of the surgery and the treatments. He returned to Israel with me but he really didn’t want to return.  He enjoyed working and living in New York.

Q.
Was he angry that your operation made him return?

-
No, I told him there that he was free to decide whatever he wanted. But he decided to return. At first we lived with my  parents, and I was having those chemotherapy treatments, so it was a very turbulent period. With him I felt free; the scar did not repulse him or me.


We separated a year and a half after our return. It was after the operation and after the treatments. I don’t really know why we separated, but it happened. We are still in contact, and on good terms, but we have never spoken.

Q.
Does he have another girl friend?

-
He did have, but he doesn’t now.

Q.
And you, have you had other relationships?

-
I had several short term relationships with other men, but they didn’t mean very much to me.

Q.
Short, meaning how long? 

-
Short meaning two or three months.

Q.
How did you feel in those relationships?

-
It was quite hard. I felt very insecure. I can’t undress in the light. So I don’t know if he felt the scar. We didn’t speak about it, and he certainly didn’t see it.

Q.
So no-one has seen the scar?

-
No. Except the doctors and the nurses, so to come to you and to be photographed is quite embarrassing.

Q.
Do you think if you had undergone an experience of being photographed with your scar, [and I had at this time already photographed quite a large number of women who had had breast cancer, and had their operation] you would have more easily prepared for the next step, which is the knowing that it is not such a dreadful experience to show your scar to a man. It is not such an un-esthetical look. You could look at the photographs and see for yourself.

-
Look, when I do meet someone with whom my relationship will be deeper I am sure that my scar will not be an obstacle. I’ll openly tell him about it, but in the meantime this has not happened. 

Q.
I would like to ask you a question, which was asked in an American questionnaire to five women after breast cancer, and it concerns the effects on sexuality.

-
It was a period when it felt different.

Q.
And did you discuss it with your doctors?

-
No. I only talked to my friends. Doctors asked me technical questions. Do you expect to get moral support from doctors? I don’t. I got my support system from studying.  I started to look for books and information not only about breast cancer but also books that dealt with confronting illness. Alternative medicine, things for the soul. I even went to psychotherapy, but there I worked more on my return home, and my relationship with my former boyfriend.

Q.
What kind of information did you feel you needed and could not get?

-
My occupation is to find information, so I found whatever I needed. I did feel that I needed a support group with whom I could talk, women with the same experiences I had had; but I couldn’t find such a group. I have begun to think that now, when it is all behind me, I could start such a group, speak with women, and tell them it is not so bad. Cancer caused a lot of good things to happen to me too. I changed during this period, I grew, my self confidence grew. The cancer made me think, perceive myself differently.

Q.
Do you think visual material is important for women during this process?

-
Yes it is. Seeing such material could diminish the mystery and the curiosity about how it looks, how bad it looks. All those fears could be allayed.

3.  Irit
My name is Irit Bachar. I am fifty-five years old. I am a mathematics teacher working in the Kfar- Saba library. Although they have books there on breast cancer, I did not check there because we looked for information via computer at home and not in the library itself. 

I was born in Israel. My parents are from Warsaw in Poland. My husband was born in the area that belonged to Poland too. We met in the army, and have been together ever since. We both studied  literature. He is now working in computers.

I’m married and we  have two girls, Michal 27, and Hana 25. Our daughters were not “planned”,  they just happened. If we had planned, we wouldn’t have had even one.

We were very busy, then, taking care of my mother. She had been suffering from paralysis for a long time. She had a tumour in her head that affected her ability to see. She couldn’t blink, not even with her good eye, so they had close it to prevent infection.

We took care of her from 1967 (when I was 21 ) until she  died in 1984. The disease happened one day, no…for years she had had epilepsy attacks. She would lose her consciousness for some seconds. The doctors sought a reason and said it could be menopause and a hysterical situation. After 5-6 years they found the tumor, big as a grapefruit. When they removed it, about 30 years ago, the operation didn’t succeed. They damaged her brain and she was seriously injured. She spent a year at Beit- Levinstein Hospital  and I was there with her all the time.

I started to work there and even after she left  I continued working there, not for a long time, but  about a year. It was hard to take care both of Michal and my mother. I couldn’t  work any more. 

My mother’s healing  was not normal. Even before this she had suffered from other diseases. I started photographing.

 
I had a serious stage melanoma in 1991. It was on my foot. How did it get there? It was not connected directly to the sun. They said  that when I was young it had been very dangerous for me to sunbathe but at that time there was the notion that it was healthy to sunbathe. “It will strengthen your bones”, they said. I had rheumatism when I was a child. But I had a wonderful doctor who urged me to keep on doing gymnastics along with taking the antibiotic medicine. So, due to that wonderful doctor I did not pay much attention to the disease when I was a child.

I was looking at my leg and I saw the dried skin, but one of the fissures was black. I looked at it, I rubbed it with oil  and I waited for it to pass.

As I was very concerned with my father’s illness, I remember that I didn’t pay much attention to the few drops of blood I saw on my stocking.

Q.
Didn’t you have pain?

-
I did. But I didn’t pay attention. And then my father died. I saw that the wound was not behaving like a normal wound, so fortunately  the doctor sent me to a specialist to have a biopsy. The specialist said: “It’s probably nothing! But as you’re already here, let’s do the test”. After two weeks a confirmation of melanoma arrived.


   In those days, it was a rare disease and they didn’t know how to treat it. Today, they have pretty mild chemotherapy treatments, once a week for a year. So you feel sick for one day a week. In my case they had to remove the lymphatic glands from my feet, and my pelvis. It was a major operation and I still have to protect my feet from infection. That was back in 1991.


   It probably started two years before my father died from cancer. He had a very rare kind of cancer, but the doctor who treated him didn’t understand that it was a more serious matter, and he didn’t know how to treat it. So he decided to operate. The doctor said that if the tumour would grow, my father would suffer a lot. But my father didn’t feel anything. The doctor decided to operate but he didn’t knew how to do it. My father died during the operation. He didn’t suffer from the tumour. He felt healthy. For seventeen years he took care of my mother. He carried out the commitment of nursing her through all those years. We only helped. After my mother died, he began to “live”. When my mother was alive he had to work hard on his farm, and to take care of her. For a little while there was some outside help, but it did not succeed; my father was not a easy man. 


   My mother was very sick. Her personality started to change due to the tumor. She was impatient, had anger crises. It is understandable;  just imagine that you want to say something, to communicate, and nothing comes out of your mouth. It was difficult to understand her. Imagine what it’s like to live with her every day?


   In the early years, my sister and I divided the work between us. At the beginning I was there three days a week, and my sister the other three days.  As time passed we went there one evening a week, and on the weekends. After my mother died, we mourned but we also felt relief. She knew her situation and her condition. She attempted suicide several times but they always rescued her in time. Every attempt was like a cry for help, but there was nothing to be done. And we did not have enough money to have someone around her 24 hours a day.

Q.
Do you still feel there was something else which could have been done and you did not do?  Do you have still guilt feelings?

-
There was nothing from the medical point of view that we did not try. Every new treatment provided a little hope. We did everything. But we could have done more to brighten her everyday life, perhaps, to take her more to events, but we were so busy.

Q.
Were your children involved in your breast cancer? Did they suffer from your absence? 

-
We didn’t speak about it at home. Usually we talk about medical issues, but I don’t tell them about every “anxiety attack” I have. I don’t want to  cause them worry. 


   Mostly my little daughter has been affected by the situation. Michal carried out research, she collected medical data. The little one always felt helpless.


   The problem was that melanoma appears to “damage” the immune system. When the breast cancer appeared, they were supposed to give me chemotherapy treatments, but they were afraid that those treatments would affect my immune system, and then the melanoma would reappear.


   So some of the doctors said “Don’t have chemotherapy, it’s too dangerous!”, while others said that such treatment would give me a better chance of being cured. And Michal participated in the research. They let her sit there and collect data, statistically. My husband and she designed a computer program that could calculate the chances and the prospects. They decided that I should take the chemotherapy treatment.


   My little daughter, Hana, was not involved. She was left on the side, worrying and helpless. She acted like she was my mother. She saw to it that I didn’t forget to take the special pill every night. She undertook a maternal role. Michal undertook a professional role.


    I thought then that this was wrong, but I couldn’t do anything. She was more frightened and worried when she had nothing to do.


    I didn’t need protection. I needed action. So she ran after me with my shirt and hat and the pills. I needed encouragement. I felt paralysed being with her. Hana is still living with us. She is studying acting and she is excellent  and I am full of praise for her. In the final project at her theatre school, they offered her the leading role, but she did not take it. She conceded the role and chose to stay home. She wanted an easier role, less demanding, so that she could help me.


    Even when a month later they asked her again to take on the lead role, and save the production, she felt it would offend her friend and she refused.


   When she graduated, Michal saw that Hana was not looking for a job in theatre so Michal  distributed  Hana’s resume to various agents, and there were a lot of phone calls for Hana, which is quite unusual; but Hana doesn’t do anything. I am not sure she wants to. 

Q.
So do you feel guilty again? Have you found another subject to feel guilty about? 

-
Maybe she needs the time.

Q.
How did you find out you had breast cancer?

-
One day I felt a pinch, a tickle, and when I touched my breast it felt unusual. So I went to the same doctor I had gone to before with my melanoma. It took a week till he had the results and they scheduled the surgery. My children phoned me at work and told me that I had to have the operation.                                                   It was Thursday, and the operation was on Sunday. The children reacted with such awareness. 


   They said: It’s nothing, don’t worry! They were so brave. The surgery did not scare them. They understood that the operation was not going to affect our relationship at home.


   There are families that look at surgery as a disaster. The woman stops acting like a female. She feels she is defective. There is a defective identity  in the home; an idea that perhaps father will no longer love mother and they will  divorce. Some families worry about it. In our family they did not worry about it. In our family the children worried that it would not end with the operation. They were afraid of the consequences.


   But in this case it was a local problem, and they checked whether it was necessary to remove the lymphatic gland. They decided that they would have to remove it.  Now I have to take care not to infect my hand. Roses can be dangerous, they could cause infection. So can washing dishes.


   There is a genetic examination that can determine if my daughters are at higher risk of developing breast cancer. In my case there was no connection between the melanoma and the breast cancer.


   As in the melanoma period, after the surgery my daughters nursed me. Then it had been harder. It had taken me several months to learn to walk again, and Michal lost an academic year. Hana was in the Army then, so she wasn’t home and couldn’t help. This time Hana was at home and could help me with everything.


   I started photographing after the melanoma surgery. I was then walking again and I decided that I had to do something I really enjoyed. Being a mathematics teacher was not enough. So I enrolled in the “Hamidrasha Art Institute” and I started to study.


   I took photos of a fruit tree growing in my garden. Piled around the tree were its fruits and leaves. Layer upon layer. And I came and observed.


   We are egoistic creatures as a society. The death of others awakes our fears. The tree evoked and represented my fears. It was my way of dealing with the changes. Things are reborn. This tree had been there when I was a child, when I was a baby. As a child I sat under this tree, which blocked the kitchen window. There the cats had their kittens. It was a place which they walked around, between mother in the kitchen and father on the farm. Afterwards it was not connected to anything. It was the  place where the tree blossomed.


My surgery was on Monday. On Sunday I was admitted to the hospital. On the evening before I had to go to the hospital I took photos of my nude body. I thought it was a technical issue. Here they are, they will not be there after the operation. The photographs are to provide a remembrance.


   They were technical pictures; but not really.


   Some of them I took by myself, and for some of them I needed help from others.


   I had not posed in the nude before. My naked body doesn’t look so good, but I   felt I had to do it before the operation. After the surgery I said to myself: “It is not ugly, to do it in front of my family.”


     I had to help myself not to turn it into a secret. I see women who conceal their scar from their family members. They look like empty frames. They become apathetic. They have the look of silence in their eyes. I did not want this to happen to me.


   I am not an “open person” in general. Your suggestion to photograph me in the nude was a very daring one for me.


   It was one thing to “do it” with myself - taking pictures I mean, but it was quite something else to take photos of Michal.


   She was there and I thought it would be nice to photograph both of us. I don’t know why she agreed to participate in those photographs. Maybe she wanted to help me heal. She had never participated in such pictures. She never even walks about without a shirt on at home.


   The photographs undoubtedly contributed to the more open feeling at home. A theoretical openness was always there. They could speak to me about any subject they wanted. We could discuss  theoretically anything. But when this philosophic dimension touched upon intimate subjects, it stopped. Now we also have a practical openness.


   My body was always an open problem to my family. They had a problem with their nudity. Now I think they are more open. Probably it has to do with the processes we underwent with my breast cancer.


   I did not approach Hana to participate in my photographs. She already had a problem with her body. She gains weight easily, and there are periods when she thinks she doesn’t look good due to this.


   Now I take my clothes off on principle. Because of my disability. It took them years to accept it.


It was very difficult to be looked  at and judged by those most close to you - your family.

4.  Shiri

I am Shiri. I am twenty years old. Both my parents were born in Israel, originally from Jerusalem. Their parents were born in Poland.



Now they live in Kfar Saba, where they moved from their former house, in Ramat Aviv. They moved because my mother had to have a house with an elevator, and we all wanted a bigger house. So we moved to Kfar Saba. My mother had difficulties climbing stairs. 

Q.
Any medical reason? 

-
No special reason, only she is not very healthy, and not very young. 

Q.
How old is she? 

-
She is 56 years old, which in her case is not young anymore.

Q.
Is your father more healthy? 

-
Yes he is. I am the youngest in the family. I have two big brothers. One is 38 and the other is 26.

Q.
Are they married? 

-
They are both married, only one is getting divorced now.

Q.
Which of them? 

-
The older one. He was married for two years, but they were together for 12 years. They married, I think, because my brother wanted to get Italian citizenship, and she is Italian. I think that they are getting divorced because my brother has greatly changed over the years and they are no longer compatible.

Q.
What is your mother doing?

-
Now she is a dance teacher; before she was a kindergarten teacher. My father is a mechanic. I studied at the Open School in Hadera, which is why I don’t have the final examination certificate everyone else has. I started there quite late, two years before graduation. Before that I studied in a lot of places but this Open School was perfect. My parents finally agreed, and I began my studies there.

Q.
What sort of attitude and openness is there in your house? Do your parents know you are working as a nude model?

-
No they don’t know.

Q.
 Why? 

-
Because they would not approve. My father, for example, looks at me and he still sees a little girl. 

Q.
Do your parents discuss your brother’s divorce? 

-
Yes, I believe they speak about it, because my brother is more open than me. He discusses it with my parents, but not in front of our other brothers. I know about the divorce because I’ve asked him. Communication in our home, with my parents, is limited.

Q.
Do you know why your mother is limited in climbing stairs? 

-
Well, she has a problem of blood circulation, her legs hurt. But, health problems are the last thing they want to talk about, even less than they want to treat them. 

Q.
When I told you about my project, you said that your mother had breast cancer five years ago. When was it and how did you know about it?

-
It was five years ago, when  my mother called me and told me that  the doctors had examined her and found a cancerous  tumour in her breast.

Q.
Who was there? Only your mother? Was your father there?

-
I think it was only my mother. I don’t recall it well.

Q.
Do you remember what were her exact words? 

-
Not exactly. At that period of time I kept a distance  from her. I remember that she tried to calm me down, and she said it was still a small tumour, so after surgery the chances would be very good. Well, they operated twice. 

Q.
Did you go to visit her at the hospital? 

-
Yes we went, but I don’t remember which hospital it was. I just remember the smell, a horrible smell and long corridors. What I do remember well is her latest operation, which she had a year ago. She wanted to reduce the size of her breasts.

Q.
Why do you remember this operation better?

-
Because it is more close in time, and I had grown up. And because I was terrified with the idea that she was doing it.

Q.
Why? 

-
Because I can not understand how a woman can abandon  her body, and want to cut it for such a silly reason. 

Q.
But you said that she did it because of a disproportional symmetry?

-
Yes, that’s right, but she had lived like that for so many years. Her breast were very, very big, bigger than mine. She did it because her sister had done it too.


Part of the reason she did it was because her breasts affected her back; the heavy weight of her breasts caused her back pain. Now it’s better.

Q.
Did the doctors reconstruct her breast, after the breast cancer surgery?

-
No, I don’t think so, they cut out the tumour, and that was all.

Q.
Is this all you remember from her breast cancer period?

-
No, I remember that she underwent a long period of chemotherapy  treatments. It was hard for her, she suffered, she was tired, she couldn’t eat.

Q.
Did she lose her hair?

-
I don’t think so. 

Q.
Did you discuss the situation in the family? 

-
No, she did not speak about it. Nobody did. The feeling was that there was a problem, but  that after the surgery and the treatment it would pass. I couldn’t ask. She had no answers for me.

Q.
Have you seen her breast since the operations?

-
Yes, I once entered the room while she was dressing. So I said, “wait a moment, I want to see what it looks like”. So I saw the huge scar. And I felt scared and frightened. It looked like a big wound. That is why I don’t understand why she went for the second surgery. I know it was something she had wanted to do for a long time, but she was afraid. She decided to do it even though my father disapproved. The doctors removed about 80% of her former breasts. She is very different now. I looked at her breasts again and now they are more terrifying than before - a lot of scars, the nipple has been moved from its place. 


All my family thinks that I want to have this operation as well. My sister did it. My grandmother did it, my aunt did it too well. It runs in the family. They do not understand that I’ll never do it. I love my body. I accept it. My breasts do not bother me anymore.

Q.
About breast cancer: Do you have enough information ?

-
Well, information is not the most important  thing. I know that there is a connection between the soul and the body. Nobody has cancer for no reason. There is a mental state during which cancer can attack you. Depression, melancholy and stress, cause the immune system to fail. So I work on myself to be strong mentally, to accept myself, so that cancer will not touch me.

Q.
What does the breast means to you?

-
Well it is a feminine organ. I associate big breasts with a power to accept and contain. I feel it has to do with a great mental power.

17th. You’ve said that you do not initiate personal discussions at home. Do you think it would have helped if you could have spoken openly with your mother about sexuality, and other personal issues?

-     It might have been easier for everyone, but now it is too late. I can’t ask my mother, she doesn’t have the answers. A lot embarrassment surrounds us at home and prevents our speaking. The only one who does open up personal issues is my big brother. I’ve told you he has changed a lot lately. Well I don’t blame my mother for not talking to me about all those things. I was not very easy to talk to.

5.  Keren

It is funny that I met you only now. I was looking for an art photographer four years ago, desperately, to photograph me after the operation. 

I was blessed with breast cancer four years ago. I discovered a small bump on my rib while I was touching my chest. I didn’t know if this bulge was a normal part of the rib or a tumour. I asked my husband for his opinion. I was still married to him then; now I am divorced.

My husband, Sami, left me after twenty years of marriage, and went to live with a young blonde who came to our Kibbutz as a girl  soldier. I brought the cancer upon myself.

Q.
What do you mean?

-  I believe that just as there are several psychosomatic diseases whose origin comes from the soul, that cancer too starts from the psychical state, it has an inner psychical source. When my husband left me I wanted to die.

Q.
How old were you then?

-

I was forty years old, and I worked as a senior secretary on the Kibbutz. He left 
me eight months before my 40th birthday. I felt as though it was the end of the 
world! You have to understand that I saw them all the time. They lived in the 
same village, and they were like love birds. And I met them wherever I turned.


I asked him: Why did you wait twenty years if it was so bad for you living with 
me. So he said: “I was stupid!” It hurt me so much! So I brought upon myself the 
sort of disease that forced me to decide - I could die or I could choose to live.

Q.
What did you do when you detected the lump?

-  I went to the local clinic and the nurses told me it was nothing! I went to the local doctor and he said it was nothing. I went to my gynaecologist who said I didn’t need a biopsy; but I knew I had cancer! I had an intuition, so I scheduled an appointment with a breast specialist. He said that he believed it was probably nothing but in order to reassure myself I should schedule a biopsy check for a month’s time. I left his clinic and I couldn’t stop my tears. I walked crying among the people in the streets.

Q.
Why?

- Because I  knew I had cancer. It didn’t matter that this doctor had also said it was nothing, I was certain that I had cancer, so the first thing I did was to go and buy a new bikini.

Q.
You usually wear a bikini?

- No, never, it is more comfortable  to swim in a one piece, so I always wear one, but what I did was to buy a new bikini and then I returned to my kibbutz. The next day I did the mammography and a day later I was already after the mastectomy.

Q.
Were the medical staff so worried that they speeded up the procedure?

-  No it was my decision. They suggested removing only a part of the tumour, to do other treatments, and then to see what happens, and if the cancer was still resisting all those treatments, then to do the mastectomy. I decided to  do it immediately because I didn’t want any cancer cells in my body. It was clear to me that I had cancer, and I also knew that I would get well. I started along with the conventional treatments, also the process of healing myself. I took control over my body and my disease. My body was always in good shape. I kept to a good diet. But what I found out through  the process of healing was a great anger. I was furious and I was hurt.

Q.
Hadn’t you felt this anger before?

- No, we had a good life together. I was sure that he would return. I waited for his return. We have three children together. Looking at them one can see that they were raised in a good home. 

Q.
It was a “mid-life” crisis.

- Yes, it can happen that a person reaching his forties will want to change his life. It may happen that he will choose to live with someone else. It can happen, and it is O.K. But to say that he never loved me, and that he had suffered all the last twenty years while living with me, that is what really hurt.

Q.
What happened after the mastectomy?

- 
 Intuitively, I felt a huge need to be photographed nude.

Q.
Was it something you’ve experienced before?

-  No, never. I didn’t reveal my body before, not even at home. It is only recently that I have begun to experience my nudity.

Q.
Why do you think it happened only after the breast cancer operation? 

-
Because I’ve learned to love my body. I have a beautiful body and I have nothing to hide.  The same happened with my hair, I had such long beautiful hair, but due to the treatment it fell out and then I discovered my bare skull, and it is so beautiful!

Q.
So it looks as though the cancer caused you to discover good things about yourself. 

-
Yes it did! It gave me the chance to accept myself for the first time.

Q.
Why did you choose  photography from among all the other art media?

- I saw a photograph of an American photographer who had had a mastectomy, and had her scar tattooed.

Q.
Dina Metzger, you mean?

- Yes, it was her photograph, and than I decided that I would join them too. So I started to look for someone to photograph me. The first photograph I  had taken is of me in dancing pose looking so happy and  beautiful without my hair, my eyebrows or my eyelashes. I enlarged the photograph to a large  poster-size and hung it in my living room.

Q.
What does it “do for you”?

-  It frees me. I feel so free when I  look at this picture. Then I found one of the members of the kibbutz who is studying art and she photographed me in the nude. The process  was interesting. It freed me. In the process I felt alive, moving, creating, and it is so beautiful. Something that is really ugly and a taboo in society turns out to be a beautiful experience. You  know that there are people who can’t even say the word cancer, or breast cancer, much less to show the breast or the scar. I enjoyed the process of taking those pictures, with me being an active  partner  in the process, and then the photographs are so inspirational. They returned my power, they strengthened me; beauty  gave me new powers.

Q.
What was the worst part after the surgery? Was it the way you looked, the way you felt …?

- The worst part was that Sami left me. But in order to get well I had to remove more layers from myself, more than my clothes. Throughout the process of healing myself I realized that I was playing games with everyone. I didn’t love myself, I was not frank with anyone, not even myself. I sought to satisfy everyone, waiting for the applause at the end.

Q.
Did you need to have them all say  how good and wonderful you are?

-  There are two sentences I remember my parents always said to me: “Do the best you can!” and “Remember who you are!”. Cancer showed me that I could choose. I had to choose to live or die. Later a photographer from the “Laisha” magazine photographed me, which we did outside, in the fields, totally free.

Q.
Could it be that you are experiencing a sense of exhibitionism which had been hidden inside you before? Could it be that it serves as a mask for you?.

-  It might be true, but it feels so good. I believe that I have taken control over my life now. I am the one who is responsible for my life; the doctors help, my friends can help, but it is I who decide and my reality depends upon me alone. 

Q.
Have you been with other men since separating from your husband?

- Yes, I had three sexual relationships after the mastectomy. I needed to feel that  I am still appealing and attractive. 

Q.
How was it?

-  It was great. I was not embarrassed  to take my clothes off. I was not embarrassed to be looked at or touched. I asked them to touch the scar and I asked them if it bothered them that I have only one breast. It did not. Sami was one of the three men. While I was in hospital, suddenly he was there, near my bed, loving, worrying, supporting. I don’t know why he did it. Was it because of the guilt feelings or because of our children’s fears. My children were afraid that I was going to die. So Sami stood by my bed 24 hours a day. The day I returned home, he returned to his girlfriend. I said to him that I was going to get well, with him or without him! When we had sex he was not bothered by the scar, but he was concerned about being unfaithful to her. It was then that I realized that he will never come back. It was a painful realization but helped me to understand the real situation. Then I decided that I do not need proof of my femininity from an outside source. I have to realize it from the inner source within myself. You know, it is mostly women who react badly to the breast cancer. Usually men see the photographs of my breasts and react saying  “It is not as bad as I thought”. Women have the strongest  reaction towards the pictures. After the mastectomy I invited all the women in my village to the local club, to explain what had happened. It was so fast, and it had happened so suddenly and I didn’t want them to start to pity me. Most of the women were afraid to address me, they didn’t know what to say. So I explained to them all that I was O.K. and not suffering. I feel good, I look O.K. I had the strength to arrange this gathering, and it was a new experience for me, this powerful feeling. After all  the technical explanations I asked them if they wanted to see the scar. No one said that she did. I was ready to show them my scar, but no one asked because they were afraid. 


I have already had a lot of experience with audiences, I now give lectures about breast cancer and I accompany them with slides of my  photographs. When I enter the room I can see the fear in the women’s eyes. When I finish the lecture and they see the photos, I succeed in reducing the fear somewhat, but it still remains. Women are more afraid than men. They are afraid it might happen to them, and they link  their breast with their femininity. 


  The night before the operation I was sitting with my daughters in my room in the hospital, and I took my breast in my hand and I said to them - Look here, it’s only a piece of flesh, it’s not my femininity, and it is not because of this flesh that I am your mother. It is a more profound issue. Look, I said, there is a good chance that I’ll be operated on tomorrow morning, and they will have to remove the breast in order to save my life. Probably they’ll have to remove the cancerous cells from my body, but this can not change me. I’ll still be the same mother, the same woman, maybe even more than before!  They were so afraid that I was going to die. But after the mastectomy they saw me working, smiling, singing. They saw I was O.K. They were used to seeing me miserable  and unhappy. In the previous eight months they had seen me crying all the time. It was not a human cry, it was the cry of a wounded and dying animal. Day by day I used to throw myself on the bed and cry, unable to control the tears. 


I do not blame Sami, I do not hate him. I take responsibility for this, and it was I who allowed it to ruin my life. I felt that I pitied myself, and I wanted to understand why. I loved him so much, I wanted to understand how it could have happened. 


   So the breast cancer changed my life. I want my photo to be exhibited as the poster for this exhibition, so that I and others can all see it. I believe that when they see the photograph, it will diminish the existing fear. When they see the power, the wholeness, my acceptance and reconciliation with myself, when they see the love I have for my “new me” it will make them less frightened by the cancer. We have to raise awareness about breast cancer. Women will then know that if they are in  the same situation, this does not mean death, nor ugliness.

Q.
Would you be willing to pose in a scene with other women or men for such a poster, in the nude?

-
What do you mean?

Q.
I thought of producing a poster in which four “normal” women and two men and you will all pose nude, to show that it is normal, and part of life. It is the existence of the body without judgment - beautiful or ugly, just being, as part of life.

-   It is a wonderful idea!

17th.  The only possible problem is that it will be hard to find people willing to be exposed on a poster, in the nude, apart from you.

6.  Tami 

The following is translated from a taped interview, which I held in my studio before taking the photographs for the visual project. The interview was held in Hebrew.   

Q.
How old are you?

 -
I am now 36 years old.

Q.
When did you have your mastectomy?

-
A year and a half ago.

Q.
Is it something that runs in the family?

-
My grandmother had breast cancer, but she died at the age of 93, and the cancer operation was when she was 78! But my mother died young. She was 36 years old when she died of a stroke. Ever since she died I knew that something would happen to me too, at the same age that she had died. And I waited for it to happen to me too. 


   My life was not the life I had expected it to be. Ever since my mother died I was in a hurry to build a family. I wanted to get married and to have children as soon as I could. This turned out for the best, because due to the cancer I can no longer have  children. I married my husband, and I divorced him nine years later. We had three boys together and our life seemed to be O.K, but I was not happy. It was not me existing in the marriage. I had put myself aside,  although I worked all those years. I performed, I acted, I sang. And then, after the divorce, I lived with Ofer, and I remember that summer was just starting, and I felt so good. I felt at my physical peak. I did gymnastics three times a week, I swam, and then suddenly I felt that something was wrong. My nose started to bleed, and I could feel a node under my arm, but I ignored it, although I was approaching the age at which I knew death was waiting for me. In the end, when I started to complain, Ofer insisted that I should go to the doctor.


   I scheduled a meeting with my gynaecologist, and an inner voice told me to insist on an emergency appointment, so that I wouldn’t have to wait two months. Before I went, I checked myself again in the shower, and so the movie begins.

Q.
How big was the tumour?

-
It was about 2 cm. Close to the surface, and I was sure it was a cancerous tumour. This confused feeling of fear, at summing up my entire life, at realizing that I was doing to my children exactly what my mother had done to me. 


The gynaecologist sent me to the surgeon, and he sent me to do a biopsy.  It all took about two weeks. It was the holiday season, and at the beginning of October I underwent the operation. But it did not end here. There was more.

Q.
More?

-   Yes, the pathological findings of the surgery were that the cancer had already spread to 27 lymphatic glands, and in this situation there is a good chance that the cancerous cells in the blood system will attack other inner organs, like the lungs, the liver, the bones, the brain…  So they had to do a bone marrow transplant. I had to have four high dose chemotherapy treatments, then the transplant, and then the radiation routine. These high dose chemotherapy treatments  “kill” all the blood cells, the cancerous cells. That is why I cannot have more children, because those cells do not rebuild themselves. 

Q.
But you already have three boys?

-  Yes, but this does not mean that it does not bother me. It really hurts me!

Q.
You had thought of having more children?

-  Sure! Just yesterday I held a very unpleasant discussion with Ofer about it. I feel as if I am stuck.  I can’t do something I really want, and I have no control over it. I can’t change the situation. It affects Ofer too, because it means that he will not have his own children. It is true that he treated me like an angel when I was sick, and I know that only a few men will act in this way, but it is also true that after my illness he wanted to stay away from me. After I had recovered from the treatments and I was already feeling well, he felt he wanted to run away, and keep a distance. So we separated, and during this period some woman exploited him emotionally.

Q.
Why have you separated?

- Because I felt he had “run out of gas” as far as I was concerned.  I needed something he could no longer give me.

Q. 
What was it you needed?

-   I needed to be loved, I needed his affection and warmth, I needed stability. I was sure he would stay with me during my sick period. But when I felt healthy I wanted us to travel together, to live together and he didn’t want to do this with me. He was exhausted. I had to go to the U.S.A for three weeks to work, and at the end of this trip he phoned me and started to tell me about all the torment he was going through with this woman, and he was crying. When I returned I succeeded in persuading him to start  psychological treatment. 


Today, just before I left,  Ofer said to me: “You know how beautiful you are?” I said: “Sometimes I know”, so he said:  “You should know that you are always very beautiful”.  Do you know how important it was for me to hear those words coming from him?

Q.
After the operation did you have affairs with other men?

-   No, and he didn’t have one either. It wasn’t a physical relationship, it was an  emotional exploitation. He is probably attracted to suffering, and he has such a strong will to help.

   But now we’ve reached a  crossroads, and he hasn’t yet made the final decision to definitely unite our lives. Whoever joins me joins an “abnormal” life. He joins three children who are not his, and my last husband. He unites with my imperfect me, and my illness, and my whole world, which I am no longer willing to quit. And although Ofer knows all this, he has not reached the final decision. He is only 30 years old, and I feel that I can’t take away from him the experience of having  children.

   He was so furious last night when we discussed it. He said: “Don’t you understand that if we are together nothing  else matters. We can always find some other way”, but now the question is whether we’ll be together.

Q.
How did you deal with the period when you lost your hair ?

-  After the surgery, I started to lose my hair. I started in October and by the 15th of November I was completely bald. It was so amazing, it was so beautiful! My eyes  became so evident! I used to have long straight hair. Which I always used to curl, and when the new hair started to grow, it suddenly started to curl, so one of the boys said: “At least one of your wishes came true!”

Q.
How did the children react to the illness?

-  They were my partners. I told them about everything that happened to me.

Q.
Could you tell me about the film you made?

-  We did a documentary film about breast cancer. When I had to undergo the operation I greatly wanted to see such a film. I asked the hospital if they had anything they could show me, so that I could know what I was going to go through and what to expect. And they didn’t have anything to show me. In the whole country there was nothing I could watch.  So I said: “O.K., I’ll make this  film!” I made contact with a friend, who produces films, and I asked her to come and carry out a film  survey of my “before”, “during” and “after” the operation. But the hospital didn’t allow her to film during my operation.  After the first day, she brought me the recorded cassette, and so I asked her if she would be willing to continue the process. It took one hour for the director of  “The League for the Fight Against Cancer” association to find the budget, and we finally ended up with  50  recorded hours that followed the entire process - from my surgery till recovery - a whole year. Almost all the scenes were filmed in real time. 

Q.  What happened when you saw it for the first time?

-  I was really shocked when I came to record the sound for the film and so saw the pictures for the first time. But later, every time I had to see it again in my lectures I enjoyed it again and again.

Q.
If a catalogue with photographs had been available would you have preferred to 
be 
able to examine it privately in your own time, rather than the film, or along with 
it?

-  It might have helped. I would have known what to expect. This year, “the cancer year” was the mot important year of my life. Out of the pain and sorrow I grew to be a better person. I realized that my inner powers were strong, and I have the ability to contribute to others. Most of all I found out that I have the ability to contribute to myself. I returned to myself.

Q.
What do you mean?

- As a girl I was the centre of the world. I was  the most beautiful and talented creature on earth. I felt so good, even though my mother left me.

Q.
And when did this disappear?

-  It disappeared when I married and took on the role of being a mother. I put myself at the “end of the line”. My self esteem was so low. I reached a point where I was avoiding mirrors.  I  couldn’t  look at myself in the mirror. So when it was so terrible that I wanted to die, I stood up and started to ask “Where has the beautiful Tami disappeared to?” So I started my search to bring her back. That Tami was lost because my mother left me, and I had to do everything by myself. I wanted so much for my children that they came before me. For ten years I was in a coma, acting, working, performing, creating a home, till I  exploded. I could not continue. Ofer helped me to wake up. 


    One day I told my husband that I wanted a divorce. From that point on I started to reorganize my life. I had to rebuild myself. It was so difficult to watch how hard my husband was taking this separation, but I had no choice. It took one year till  we were able to separate as friends. Now he is remarried, and his new wife is my friend. 

17th. So the cancer bought back the old wonderful Tami?

-  Yes, and I’ve  learned to respect my needs. I’ve learned to recognize the things I     

      really want for myself. I respect my freedom.

7.   Sarka

The children were still very young when I came home and told them : “Mother has breast cancer”, because I’d already paid the price of concealing the illness of my daughter. I know how wrong it is. It is an illusion that no one can see it. The only person to lose herself in this game is you, whereas the rest of the world recognizes it immediately.

Q.
Would it have helped if you had had visual information about what it would look like after the surgery?

It was back in 1982, and then no available information was to be found. So the first thing I asked was to see a woman who had already had it, to see what it looked like. Back in 1982, they didn’t practice reconstruction surgery in Israel; the usual practice was to remove the whole  breast. I couldn’t stand the  idea. I asked the doctor “If I had had a tumor on my finger would you take off the whole hand?”, but he couldn’t offer me anything else because he didn’t know a better way. In Jerusalem, there was Prof. Biran, a woman doctor, who later died from breast cancer, and she was the first doctor to know that in the U.S. they had begun a less drastic procedure, removing the tumour alone. So I went to my doctor and told him  “Now please go to the library and learn how to do it, and I believe that you will then be able to operate on me the right way”. Well he did it, but he didn’t do it well enough, because I was his virgin operation. All the doctors terrified me, saying “You’ll die due to this operation”, or “Your breast will be burned from the radiation treatments anyway”, and so on; so I was anxious to see a woman who  had had this kind of operation in order to see what it looked like. There were only eight women who had had their surgery in the U.S., and they brought me a woman, and after I had seen her breast I was able to calm down. They had been speaking nonsense. When I saw it I knew I could relax.

8.   Dana

Q.
How old are You?

-   I am now 28 years old.

Q.
 Do you have a history of breast cancer in your family?

-  Well, we have ovarian cancer which is caused by the same gene. So you could say that it is inherited.

Q.
When and how did you find out that you had cancer?

-  A year ago. I was pregnant and in the shower I found a tumour. I never thought that at my age it was possible to have one. I always thought that it could happen around 40, so I was not worried about it.

    It is important for me to raise the awareness that it can happen to young women as well. I found the tumour by chance, and when I went to the doctor he said it could not be breast cancer because I am too young, but for the safety’s sake we should check it. And they told me that it was nothing and that I should return a month later, and then in spite of the law of probability, they did a tomography, and from that point on things started to move quickly.

    They performed the surgery and removed the tumour, and then they prescheduled the birth so that they could start the chemotherapy treatments.

Q.
How did you feel during the treatments?

-  I was O.K., I had easy treatments, because my glands were clean, and they succeeded in removing the  tumour completely. So now only a small scar remains on my breast, and I have another scar from the biopsy of another tumour that I felt, but this time it was nothing. 

Q.
Did you have all information you needed?

-  Well at first I only knew that breast cancer exists, and nothing else; but later I wanted to know all about it, and I could find this information easily.

Q.
Could you find any visual information?

-  No I did not have any visual information, but this didn’t bother me. I was concerned with my health and I didn’t have to have a mastectomy, so it didn’t really bother me. Maybe next time.
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     Kalmania, Hamidrasha Art Institute, Beit Berl

1997
-
10 Year Anniversary Exhibition, Museet for Fotokunst, Odense, Denmark. 

           -
Image Photographic Center, Denmark -Solo Exhibition.

           -
“Still in Eden”- Rehovot Municipal Gallery, Rehovot.

           -
Cabri Gallery of Israeli Art - Solo Exhibition.

           -
“Photo Yona”, The Museum of Israeli Art, Ramat Gan.

           -
“Images of Manhood”, Art Hall Ramat Hasharon.

           -
“Hamidrasha”, The Museum of Israeli Art, Ramat Gan.

           
-
“Oh Mama”, The Museum of Israeli Art, Ramat Gan.

1996  
 -
“Photography Vehicle of Art”- Bunkier Sztuki Gallery, Krakow, Poland.

         
 -
“Complex Relations” - El Museo Universitario de la Universidad de     

                 Antioquia, Medellin, Colombia.

          
-
“Fragmentations”, Holon Art Hall, Holon & Arad Museum of Art, Arad.

         
 -
“Presence”, Dizengoff Center, Tel Aviv.

         
 - 
Contemporary Israeli Photography, Tiroch Gallery, Hertzlia.

         
 -
“Museo Universitario”, Bogota, Colombia.

1995  
-
Fragmentations - Janku Dada Museum, Ein-Hod.    

           -
Israeli Pavilion, National Historical Museum, Bratislava, Slovakia.

           -
Montage Gallery, Derby Photography Festival, Derby,  England.

           - 
Solo Exhibition, Museum “Pinacoteca do Estado”, San-Paulo, Brasil. 

           -
“Environment and Place”, Ein-Hod Gallery, Israel.

   
-
Solo Exhibition “Photo Gallery”, Rochester Institute of Technology 
Rochester, U.S.A. 

       
-
Photo Center Gallery, TSOA Photography Department, New-York                         

       
- 
“The Reichstage Project”, Berlin.

1994  
-   Solo Exhibition Galleria  Pusta, Katowice, Poland.


-
Solo Exhibition, Galeria Biala, Lublin, Poland. 

  
-
“Selections from the Permanent Collection”, Center for Creative Photography, Tucson, Arizona, U.S.A.

    
-
“V-Topia, Vision of a Virtual World”, Glassgow, Scotland. 


-
Art-Focus Events; Studio Gallery, Raanana, Israel.

    
- 
Art-Focus Events; Nofar Gallery, Tel Aviv, Israel.

     
-
Shelter-Art”, Solo Exhibition, Tel Aviv.

1993    -   Solo Exhibition,“Prague House of  Photography” Chechia.            

           
-
“Borderlines”, Post Museum, Frankfurt, Germany.

           -
“A la Recherche du Père”, Forum des Halles, Paris, France.

   
- 
“Collecting for the 21st Century”, The Jewish Museum,  New-York.

   
-
“Bilans Balans”, Galeria Biala, Lublin, Poland.

    
-
Solo Exhibition, Fotofeis, Edinburgh, Scotland.        

    
-
“Artists' Choice”, Sara Konforti Gallery, Tel Aviv, Israel.

    
-
Ein-Hod  Art-Village Gallery.


-
“Yad Lebanim”, Petach Tikva Museum, Israel.


-
Limbus Gallery, Tel Aviv.

 1992   -
“Works in Progress”, Venice, Italy.                     


-
“FotoFest Laser Disk Display”, Houston, Texas, U.S.A

   
-
“Curators of Israeli Art”, Sara Conforti Gallery, Tel Aviv.


-
“The Ten Strokes”, Ein-Hod Art Village, Ein-Hod.


-
“The New Generation”, Janku Dada Museum”, Ein-Hod Art Village.

1991
-
“Galerie Photogramme”, Montreal, Canada, in “The Month of   Photography” Event.

          
-
“New in Photography Collection”, Tel Aviv Museum of Modern Art, Tel Aviv.         

           -
“Black and White in Color”, Exhibition by Photographers at the International Cinematography Festival, No.6, Haifa Auditorium, Haifa.


-
“Suzanne Delal Gallery”, Tel Aviv.


-
“Center of Contemporary Art”, Tel Aviv.

1990  
-
“Photography 1980's - Discovery and Invention”. A Special Exhibition by “The Association of International Photography Art Dealers” (AIPAD), Basel, Switzerland.

           -
“New Acquisitions”, Tel Aviv Museum, Tel-Aviv.

           -
Galeria Biala LDK”, Lublin, Poland. 

        
-
“Stara Galeria”, Warsaw, Poland

           -
“Harbor 10”, Artists’ Studios Gallery, Haifa.

   
-
“The Peace Frontier” - Givat Haviva, International Symposium for Art.              
-
FotoFest 1990, Laser Disk Library, Houston Texas.
1989  
-
“Wrap Gallery”, Tel Aviv.            

 
-
“The Technological Center Gallery”, Solo Exhibition.

1988  
-
“Skyline”, Tel Aviv Museum, Tel Aviv.

           
-
Moment Gallery, Hamburg, Germany.


-
Bezalel Gallery, Jerusalem.

1987
-
Solo Exhibition, Israel Museum, Jerusalem.

           
-
Lunds Konsthall, Lunds, Sweden.

          
-
Bezalel Gallery, Jerusalem.


-
“Still Life”, Artists’ House, Tel Aviv.

1986
-
“The Israeli Biennale”, Ein-Harod.

           -
Liberman & Saul Gallery, New York, U.S.A.                 


-
Individual Exhibition, “Lichtblick Gallery”, Koln, Germany.
1985  
-
“Ways in the Park”, Beit-Ariela Library, Tel Aviv.


-
“Miskan Leomanut”, Holon.

1984  
-
“Meimad Katan Gallery”, Tel- Aviv.

           -
“L4 - L5 Spine”, Camera Obscura  Gallery,Tel Aviv.


-
“Pear and Apple”, The Helena Rubinstein Pavilion, Tel Aviv Museum, Tel Aviv.

1983   
-
Personal Vision”, Jerusalem Theatre Gallery, Jerusalem.


-
“Personal Vision”, The Gallery for Photographic Art, Tel Aviv.

1982
-
“Here and Now”, Israel Museum, Jerusalem.

           -
“Acre Knight Halls Galleries”, during the “Festival for Avant-garde Theatre”.

1981
-
Solo Exhibition, “The Art Pavilion” Hayarkon Park, Tel Aviv.

SELECTED PUBLICATIONS

1998
“Camera Austria”, International, 62/63,Graz, Austria. 

1998
“Putting Herself in the Mirror”, Exhibition Catalogue, Tel Aviv Museum of Art.

1998
“Bamot”- Israel 1948-1998, Jubilee Art  Exhibition, The Jewish Museum, Vienna, Austria.

1998
“Women In the Real World”, Exhibition Catalogue, Limbus Gallery.

1998
“Why Photography Didn’t Change Our Lives”, Writings for the “Bamot” Israel 1948-1998, Catalogue Exhibition, The Jewish Museum, Vienna, Austria.

1997
“Allegory”- Exhibition Catalogue for “Image Gallery”, Denmark, published  by    the artist.

1997
“We  taught them to look”, Writing on 20 years of Photography in Israel. Article written for “Camera Obscura  Magazine”. 

1997
“Still in Eden”, Publication for the Exhibition at Rehovot Municipal Art Gallery.

1997
The Introduction to Oz Almog’s Catalogue, Exhibition at Jancu  Dada Museum, Ein-Hod.

1997
The introduction to Reuven  Kuperman’s catalogue, Exhibition at Jancu  Dada Museum, Ein-Hod.

1997
“Photo Iona”, The Museum of Israeli Art, Ramat-Gan, Exhibition Catalogue.

1996
“Contemporary Israeli Photography”, Tiroch Gallery.

1995
“Fragmentations”, Exhibition Catalogue.

1995
“Studio”, Art Magazine, November-December.

1995
“Mesaiac Fotografie”, Slovensco.

1995
“4x5” Art Magazine (December).

1995
History of Photography, Volume 19, Number 3.

1994
“Boaz Tal - Photographia”, Exhibition Catalogue, Katowice, Poland.      

1994
“Boaz Tal”, Exhibition Catalogue, Lublin.

1994
“90 -70- 90” Exhibition Catalogue, Tel Aviv Museum of Art.

1994
“Shelter-Art”, Tel Aviv Municipality.

1994
Exhibition Publication, Studio Gallery, Raanana, Israel.

1993
“A la Recherche du Père”, a book edited by Viviane Esders, written by  Henry Chapier, Paris Audiovisuel..

1993
“The Artists' Choisc”, Exhibition Catalogue.

1992
“1992 Year Book”, Tel Aviv Museum of Art.

1992
“Hot City”, by the Defense Ministry Publication.

1992
“Curators in Israeli Art”, Sara Conforty Gallery.

1991

“Photo Metro”, 9th. Anniversary Issue, San Francisco (September).

1991

“Contacts, Transparent Sea”, Artists’ Book, Tel Aviv, Israel. Introduction by A.D.Coleman.

1991

“La Recherche Photographique”, Paris Audiovisuel.

1991

“Black and White in Color”, The International Cinematography Festival,  No. 6”, Haifa, Israel.

1990

“Harbor 10”, Artists Studio Publication, Haifa, Israel.

1989

“Muzot Magazine”, Ramat Hasharon, Israel.

1987


“Study of Male & Female”, Israel Museum Exhibition Catalogue. Introduction by Marianne Fulton.

1987


“Lunds Kuntshall”, Exhibition Catalogue, Lunds, Sweden.

1986


“Zoom Magazine”, July 1986 (125), Paris, France.

1986


“The Israeli Photography Biennale, “Am Oved” Publishing House, Tel Aviv, Israel.

1985


“Ways in the Park”, Exhibition Catalogue, Published by Tel Aviv  Municipality, Tel Aviv, Israel.

1985


“The Israelis - Photographs of a Day in May”, by Amos Elon, Keter Publishing House, Jerusalem, Abrams Inc., Publishers, New York, U.S.A.

1984


“Pear and Apple”, Exhibition Catalogue. Tel Aviv Museum of Modern Art, Tel Aviv, Israel.

1983


“Personal Vision”, Exhibition Catalogue. Cultural and Scientific Relations Division of the Ministry of Foreign Affairs, Jerusalem, Israel.

SELECTED EDUCATIONAL PROJECTS

1994
Reprogramming the study syllabus for photography technicians ,and pre-engineers in Israeli Institutes.

1993
Workshop at the Art Academy, Foto Biennale Enschede, Holland. 

1991
Sessions in Photography; workshops with the cooperation with Psychologist.

1991
Photography in the Service of Ecology; project with the Israeli Ministry of Ecology and Art-Photography Students: Lecturers, Exhibitions, Performances, and Multi-Media.

1991
Encountering the Ethiopian New-Comers - A Special Photography Project with  the collaboration of Youth Immigration Art-Department, Exhibited in Jerusalem, Berlin, Germany and published as a calendar.

1989-Present 
Portfolio Design Project; Photographs, Writings, Typography, the external output: as a book, as a box, video...

1985-Present
Established and guided special course in “Hamidrasha” Art Institute” supervising Pre-Graduate Art-Students (4th. year ) in an external exhibition, and printing a catalogue. 

1988
Arad Documentary Project with Art Students exhibited in  “Arad Museum”.

1987
Boarding School for Children from broken Homes; Project in Neveh-Amiel; Encounters through Photography between Art- Students and Youth.

STUDIES
1993-1997
New York University, New York - Ph.D. Studies.

1992

New-York University, New York - Art Courses for the DA 

1991-1993
“Hamidrasha” Art Institute - Art Therapy Studies.

1990
“Hamidrasha” Art Institute - Advanced Courses in Video, and Screen Printing, 

1989-1990
Tel-Aviv University - Graduate Courses in Art History, Aesthetics, and Avantguarde Theatre.

1988-1989
“Hamidrasha” Art Institute - Special Education Methods, Educational Psychology, and Audio-Visual Productions.

1985

Advanced Workshop with Lee Fridlander.

1983-1984
Tel-Aviv University - Graduate Courses in Art History.

1981

Advanced Workshop with Duane Michals.

1981-1983
“Teachers Training Institute” - Givataim Teaching Certificate. 

1976-1978
“Hamidrasha” Art Institute - Art Studies

1974-1978
Tel Aviv University - Film & T.V. Studies, Diploma after B.Sc.

1974-1977
Haifa University - Mathematics B.Sc.
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