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self-portrait, "sad to leave you,” after urs luthi, 1978 "0/ DN MIZPY3 0 29T 20Y" 0EY 09073 1
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salf-partrat Wwith my fam Iy, piata w th notre-dame. 1997 0817100 OY D00
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self-portrait with my family, recondita harmonia, 1891 0729 98 N0 AIEN ANDWEE DY 'HEY 00710 P
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sell-portrad witho my famaly, a demonsiration of perspective, 1997 2900907797 N0V L AN9WED 0y Nsy G1na ]
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salb-partrat with my farmily, an expanment on gravieabon with sabbath breac, *88°  AMM D 0N 4003 ATEWnT Oy 1w 930 6
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sglf=portrait, tha annuncation, €35 07020 Y 03000
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sludy of male aad fermale, atter "le déjeuncr s I'heroe™, 1990 w7 r ATINE M2paa e 5237 e 8
1}
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self-portram, the ariist in langscape. 1931 703 [OKA 0 07090 ]
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self-portrait with my family, the judgrment of paris, 1983 .09 T8 PNIN INJWAN OV N3 00N e,
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self-portrait with my family, jacob’s dream, 1980 3py 0l0 ANDE0N OY 'Y 00D 1
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satf-portrait with my family, playing chess with my fathar, 1881 2% O NY ANWO . ANDWEN OU ‘034 0005
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self-portrait with my family, “the potato eaters”™, homage to van gogh, 1880 0 W7 QINM "ADTAD SHIM 20N DRoWDD B9 '0e 030 13,
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self-portrait, study of male and female no. 9, 1985 .8 ©0 Ham 1337 DD AN 00N 14,
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self-portrait as an angel with wings, 1995 00910 00 W03 DX 001D 5,
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self-portrait, "sad to leave you," homage to urs luthi, 2000 /07 DuN? DIND 7NN 2T 20y Ny 0072 18
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portrait of & young lady in yellow, 18596 21033 nnhy e oono 17
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salf-portrait, study of male and female, after

. . o Mads s WY M 18
cantas romana”, 1898 ~0in 10NN My e 1207 Dnn 0 oo 14 figure without a shadow, 2000 7% X171 1
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the gaze, 2000 0300 21, the adorstion of the child, 1987 110 nawn 2,
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the dream of the innocant |, 1986 | o'wAn D L83 the drearn of the innocent 1, 1896 Il oona aln 22,
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the sixth day, 19388 ,wwn o %5 self-portrait, study of male and fermale, the devine comedy, 1888 NN NTRIPR DWH 23T MNOD. DY 070700 24
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vase and flowers, 1993 ,0na9 da 27, enigma, portrait of & warrior, 2000 ,onf Y 0009 02N o
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study of male and female, in the shadow of the tree of knowledge, 1599 ,numn yu 'Tw 733 ek 1337 Ao Ll self-portrait with my family, the adoration of the child, polyptych, detail, 2001 .079,709%D 1949 N¥WA ANOLON O 'NXY 010D 28
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the artist's first wife, diptych, 1287 1097 MWK (DY DUK

e
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allegory of spring, homage to botticelll, diptych, 1297 702'7 a0 aNno 229 HNTH




the artist’s wife, after leonardo, 2001 Maw™ M2 KT NEK a2
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Dimensions are given in centimeters,
height preceding width.

The works are arranged from right to
feft. according to the Hebrew reading
direction,

iy

Self-Portrait, "Sad to Leave
You,” after Urs Luthi, 1978
Silver pring

80 x 126

Self-Portrait with My
Family, Pieté with
Notre-Dame, 1992
Silver print

126 x 126

Self-Portrait with My
Family, Piew, Homape
o Engene Smith, 1988
Silver pring

126 x 126

Self-Portrair with My
Family, Recondita
Harmonia, 1991
Silver print

126 X 126

Self-Portrair with My
Fanmily, @ Demonstration
af Perspective, 1991
Silver print

126 x 126

Self-Portrait with My
Family, an Experiment on
Crravitation with Sabbeth
Bread, 1991

Silver print

126.x 126

Self-Portrait, The
Amnunciation, 1995
Silver print

126 x 126

Study of Male and Female,
after “Le Déjenner sur
[herbe. " 1990

Silver print

126 x 126

a%

J7

Catalogue

Self-Portrair, The Artist
in Landscape, 1991
Silver print

126 % 126

Self-Pareraic with My
Family, The Judgment
of Paris, 1993

Silver print

126 % 126

Self-Porrrait with My
Family, Jacab's Dream,
1990

Silver print

126'% 126

Self-Portrair with My
Famity, Playing Chess
with My Farher, 1991
Silver print

126 x 126

Self-Porreait with My
Family, "The Potato
Earers,” Homage to
Van Gogh, 1990
Silver print

126 % 126

Self-Porirair, Sty of Mole
and Female No, 9, 1995
Silver print

126 x 126

Self-Portrait as an Angel
with Wings, 1995

Silver print

126126

Self-Portrait, "Sad to Leave
You," Hamage to Urs Luthi,
2000

Silver print

126 x 126

Portrait of a Young Lady
it Yellow, 1996

Calor print

T0 % 70

ey

Figire without a Shadow,
2000

Color print

122 % 151

Self-Partrair, Snudv of Male
and Female, afier “Caritas
Rontara,” 1998

Color print

122 x 151

The Adoration af the
Child, 1997

Color print

126:x 126

The Gaze, 2000
Color print
126 x 126

The Dream af the
Trnocenr I, 1996
Color print
126 x 126

The Dream of the
Innoceny I, 1996
Color print

126 % 126

Self-Parrrair, Study of Male
amd Female, The Devine
Comedy, 1998

Colar print

150 x 250

The Siath Day, 1998
Color print
122% 151

Enigma, Portrait of a
Warrier, 2001

Color print

126'% 126

Vize and Flowers, 1993
Color print

126 x 126

Self-Portrait with My
Family, The Adoration of
the Child, polyptych, 2001
5 color prints,

each 122 x 230

30,

Studly of Male and Female,
In the Shadow af the Tree
of Knowledge, 1999

Color print

122 % 151

Allegory of Spring, Honage
to Boericelli, diptych, 1997
Colar print

F26.x 126

The Artist's First Wife,
diptych, 1997

Color print

126 x 126

The Artist’s Wife, after
Leonarde, 2001

Color print

126 % 126

Srill Life, The Love of
Three Oranges, 1992
Color printg

126 x 126

The Artisr's Wife,
The Dance, 1994
Color print

126 x° 126

Allegory of Time and

Life, 1996
Color print
70 x 70

Steeely of Male and Female,
Afrer the Svmpoziinr, 2000
Color print

122 x 151
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works 1978-2001



Museet Fotokunst, Odense, Denmark

1991 San Francisco Mussum of Modemn Art,
San Francisco

Tel Aviv Museum of Art, Tel Aviv
1992 The Musewm of Fine Arts, Houstan, Texas

Center for Creative Photography. The
University of Arizona, Tucson, Arizona

Linda Wolkot's Fine Art Collection,
San Francisco

The Jewish Museumn, New Yoark

International Museum of Photogrophy
George Ensman House, Rochester,
Mew York

Museum Ludwig. Cologne, Germany
1993 The Museum of Fine Arts, Houston, Texas

Bert Hartkamp's Collection, The
Metherlands

1994 Musée de la Photographie, Charleroi,
Belgium

The Museum of Fine Ars, Honston, Texas
1996 Kivosao Museum of Photographic Arts,

Kiyosato, Japan

The Museuxm of Fine Arts. Houston, Texas

2000 Mational Mugeurn of Photography.
Copenhagen, Denmark

Special International Events 1990-2000

1990 Maine International Photography Congress,

Muine
1991 Nominuter for the 80 Annual Award, ICF,
Mew York

Phatography Jury, America-Ismel Culiural
Foundation, Tel Aviv

Mois de la Photo, Montreal, Canada
1992 FotoFest, Houston, Texas
1993 Fotofeis, Edinburgh, Scotland
Foto Biennale Enschede. The Netherlands

1

1994 FotoFest, Houston, Texas
Meetings in Cologne, Genmany
Fototage Frankfun, Germany

1995 FowFeis, Edinburgh, Scotlund
Derby Photography Festival, UK.
Fotofo, Bratislava, Slovakia
Mafoto, Sio Faulo, Brazil
Meetings in Cologne, Germany

199 Denmark Meeting Place, Odense, Denmark
FotoFest, Houston, Texas

1997 Fotofeis, Edinburgh, Scotland

1998 Muis de 1a Photo & Paris, Paris

2000 Odense Fowo Triennale, Denmark

Prizes and Grants

1992 America-Isragl Cultural Foundation Grant

The Enrigue Kavlin Photography Prize,
The Tsracl Museum, Jerusalem

Art Research Grant, Ministey of Education
and Culiure

Ministry of Education and Culture Grant
1997 Ministry of Education and Culture Grant

1999 Research Grant from the Beit Berl
Reszarch Foundation

2000 Residency at the Cité, Paris
Selected Essays and Articles by Boaz Tal

Essays on phatography in Zitumim Magazine for
Photography, nos. 1, 2. 3, 4 (1982-1983)
(Hebrew).

Text in A la recherche du pére, Viviane Esders
{ed.), Paris Audiovisuel, Paris 1993,

“We taught them to look,” Cantera Qbscunt
Magazine (1997) (Hebrew).

Introduction to Oz Almog's exhibition catalogue,
Janco Dada Museum, Ein Hod 1997 (Hebreiw).

Introduction to Reuven Kuperman's exhibition
caialogue, Janco Dada Museum, Ein Hod 1997
(Hebrew),

“Why Photography Didn’t Change Our Lives,”
in Bamor, forael {948 1998 (exh. cat.), Jidisches
Museum, Vienna 1998,

“The Jourmney Ino The Zone of Breas) Cancer,”
in Prtting Herselfin the Mirror (exh. cal).

Tel Aviv Museum of Art, Tel Aviv 1998,

“It All Started with the Dialogue with Raffi
Lavie,” Snudio Art Magazine, no. 124 (June 2001)
(Hebrew),

Selected Publications

Tar Rama Art Magazine, no. 1, Tat Rama Lid,
(1984) (photographs).

Amos Elon, The fsraelis—Phatagraphs of a
Dy in May, Keter Publishing House, Jerusalem,
Abrams, Mew York 1985

Praga, no. 89 (Nov, 1986) (photographs),
Zoom Magazine, no. 125 (July 1986), Paris
iphotographs).

Marianne Fulion, “Afier The Fall,” in Snody af
Male and Female, monograph, The Israel
Museum, Jerusalem 1987,

Talia Rappaport, “Study of Male and Female:
& Dialogue with Boaz Tal,” Muzer Magazine
(Feb. 1989) (Hebrew).

Phote Metro, Sth Anniversary Tssue (Sept. 1981),
San Franciseo (photographs).

A.D. Coleman, “Cantexts: Transparency,” in
Covrraters, Transparent Sea, Artist’s Book,

Tel Aviv 1991,

La Recherche photagraphigue, no. 8, Pans
Audiovisuel, Paris 1991 {photographs}.

Tel Aviv Musewm of Art Anmiet! Review,

Tel Aviv 1992 (photographs).

Hor Ciry, The Defense Ministry Publication.
Tel Aviv 1992 (photographs).

Histary of Photography, 19, no. 3 (1994)
(phowographs).

90-21

4x3 Art Magazine (Déc. 1995) (photographs).

Saul Shapiro. Alfegory, monograph, Image
Photographic Center, Aarhus 1997,

Camera Austrig (Internstional ), 6263, Graz
1998 {photographs).

“Israel ar 50: A Groop Portrait,” Peanin
Magazing for Culiure, Sociely and Education,
no. 4 (Feb, 1998) (photographs).

Studies

Ph.I}. in Photography and Art, New York
University, Mew York and Derby University,
UK. (2000}

Studies in Photography, Art History and An
Therapy, Art Teachers Training College, Ramat
Hasharon (1oday the Beit Berl College School of
Art—ant Teachers Troining College) and Tel
Aviv University (1979-1992)

Diploma in Film and T.V.. Tel Aviv University
(1978)

B.5¢. in Mathematics, Haifa University (1977)

Head of the Photography Department, Beit Berl
College School of An—An Teachers Training
College (1985-1997)

Head of the Department of Photographiy and
Video, WIZO Canada College for Design, Haifa
C19500- 19946)

Dean of The School of Design, Holon Academic
Institute of Technology (2001}

Chief Inspector for Photography, The National
Institute for Technological Training (1992-1994)

Curntor of Photography
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Born in Israel, 1952
Lives and works in Jaffa and Ein Hod

One-man Exhibitions

1981

1986
1987

1989
1993

1999

Ao itfve Jnvermad Circle of Light, Ant
Pavilion, Park Hayarkon, Tel Aviv

Lichthlick Gallery, Cologne, Germany

Study of Male and Female, The Israel
Museum, Jerusalem

The Technological Center Gallery, Holon

Prague House of Photography, Prague,
Czech Republic

Fotofeis, Edinburgh, Scotland

Galeria Pusta, Katowice, Poland

Galeria Biala, Lublin, Peland

Shelrer Ari, Shelter 1024, Tel Aviv
Museum Pinacotecs do Estado, Sio Paulo,
Brazil

Photo Gallery, Rochester Institute of
Technalogy, Rochester, Mew York

Photo Center Gatlery, TSOA Photography
Department, New York University,

Mew York

Complex Relations, El Museo Universitario
de ta Universidad de Antioquia, Medellin,
Colombia

Allegory, Image Photographic Center,
Aarhus, Denmark

New Weorks: Retaining Offence, Kabri
Gallery for Israch An, Kibbutz Kabn

The Open Shelter Events, Shelter 1024,
Tel Aviv

Allegory I, Gastatelier des Kulturamies,
Disseldorf, Germany

An Aspect af Breast Cancer, The Stwdio
Gallery, Ra'anana

Boaz Tal: Works 1978-2001, Allegary/
Allegre Now Troppo, Tel Aviv Mussum
of Ant
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Group Exhibitions

1980
1982

1983

1984

1985

1986

1987

19588

1989

1990

Avenue's End Gallery, Tel Aviv

Here and Now, The Israel Museom,
Jerusalem (catalogue)

Acre Knight Halls Galleries, Festival of
Avantgarde Theatre, Acre

Personal Vision, Jerusalem Theatre
Gallery, Jerusalem; Gallery for
Photographic Art, Tel Aviv (catalogue)

Mishkan Le'omanut, Holon
Meimad Katan Gallery, Tel Aviv

Spine L4 - LS, Camera Obscura
Gallery, Tel Aviv

A Pear and an Apple, Helena REubinstein
Pavilion, Tel Aviv Museum of Art
{catalogue)

Warys tn the Park, Beit Ariela Library,
Tel Aviv (catalogue)

Mishkan Le'omanut, Holon

The First Israeli Photography Biennale,
Mishkan Le'Omanut Museum of A,
Ein Harod (catalogue)

Liberman & Saul Gallery, New York

Lunds Konsthall, Lunds, Sweden
{catalogue)

The Photography Department's Gallery,
Bezalel Academy of Art and Design,
Jerusalem

Sull Life. Artists House, Tel Aviv

Skyline, Tel Aviv Museum of An
(catalogue)
Moment Gallery, Hamburg, Germany

The Photography Department’s Gallery,
Bezalel Academy of Art and Design,

Jerusalem
The Technological Center Gallery, Holon
Wrap Gallery, Tel Aviv

FPhetography 1980 s—Discovery and
Invention (AIPAD), Basel, Switzerland

1991

1982

The Museum as Collector—Selecred
Acquisitions 1979- 1989, Tel Aviv Museum
of A

Galeria Biala, Lublin, Poland
Galeria Stara, Warsaw, Poland

Harlwar 10, Artists Studios Gallery, Haifa
(catalogue)

Peage Border, Art Center, Givar Haviva
ForoFest 1990, Laserdisk Display,
Houston, Texas

Cralerie Photogramme, Momireal, Canadi

New Warks in the Phetography Cellection,

Tel Aviv Musewm of Ant

Biack and Whire in Color, Haifa
Auditorium, Haifa (canlogue)

Suzanne Dellal Center for Dance and

Theater. Tel Aviv

Center of Contemparary Arl, Tel Aviv
Museum Yad Lebanim, Petach Tikva

Warks in Progress, Architecture Academy,
Venice, Italy

ForoFest, Laserdisk Display. Houston,
Texas

Cureators of Israeli Art, Sara Konforti
Gallery, Tel Aviv (catalogue)

The Ten Strokes, Ein Hod Amists Gallery,
Ein Hod

The New Generation, Janco Dada Museam,
Ein Hod

Borderiines, Post Museum, Frankfurt/™M
Germany {catalogue)

A la recherche di pére, Forum des Halles,
Paris (catalogee)

Collecting for the 213 Centiry, The Jewish
Musenm, New York (catalogue)

Bitans Balans, Galenia Biala, Lublin,
Poland {catalogue)

Antists” Choice, Sara Konforti Gallery,
Tel Aviv (catalogue)
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1995

Ein Hod Artists Gallery, Ein Hod
Muscum Yad Lebanim, Petach Tikva
Limbus Gallery, Tel Aviv

Selections frow the Permanent Collection,
Cemter for Cremtive Photography, Tucson,
Arizong

VeTopia, Vision af & Vieal World,
Glasgow, Scotland

Arr Focus Events, Studio Gallery, Ra'anana
Arr Focus Events, Nofar Gallery, Tel Aviv
97090, Tel Aviv Museum of An
(catalogue)

Fragmemtations, Janco Dada Museum, Ein
Hod; 1996, Mishkan Le'omanut, Holos,
Arad Muscum of An. Arad (catalogue)
Fatafo, the lsrael Pavilion, National
Historical Museum, Bratislava, Stovakia
Boaz Tal, Michal Roveer, Montage
Crallery, Derby, England

The Retchstag Project, in conjunction with
Christo's packaging of the Reichstag,
Standd Hotel, Berlin, Germany
Environment and Place, Ein Hod  Artists
Giallery, Ein Hod

Phatagrapliy: Vehicle af Arr, Bunkier
Saeki Gallery, Cracow, Poland (catalogue)
Presence, Dizengoff Cemer, Tel Aviv
Contemporary Israell Photography, Tiroch
Gallery, Herzliya (catalogue)

Shafom Hever: Beyond the Sticker,
Abu-Cabir Gallery, Tel Aviv (catalogue)
Mangal, The Design Gallery, Ascola,

Tel Aviv (cataloguc)

Hazagar Tallit, Limbus Gallery, Tel Aviv
{catalogue)

Museo De Arte Modemne, Bogotd,
Colombia

Eretica, Ein Hod Cultural Center, Ein Hod

Correction, Ein Hod Artists Galbery,
Ein Hod

1997

1tk Asniversary Exhibition, Museet for
Fotokunst, Odense, Denmark

Srilf it Eden. Rehovot Municipal Gallery,
Rehovot (catalogue)

Fheve Yenra, The Museum of lsreeli Ast,
Ramat Gan (catalogue)

Tmages of Manheod, Art Hall, Ramat
Hasharon

Hamidrasha, The Museum of Israeli Art,
Ramat Gan {catalogue)

O Mmna, The Museum of Tsraeli An,
Ramal Gan {catalogue)

Dhialogue, Ein Hod Artists Gallery.

Ein Hod

Art Shimekus, Limbus Gallery, Tel Aviv
The Fesrival of the Hotidays, Vadi Misnas,
Haifa

Fit 0 Man's Eyves, Pyramida Contemporary
Art Center, Haifa

Plastie Chalr, Hamumche, Tel Aviv
Veurx avez dir fennilles, Mols de la Photo
i Paris, Paris

Pursing Herselfl in the Mireor, Tel Aviv
Muzeum of An (catalogue)

Artishock quw’EJ;Mbr'ﬁm Na. I,
Comemporary An at Daphna Maor's,
Jerusalem

The Garden—A Metaphor, The Botanic
Giardens, Jerusalem (catalogue)

Bamot, Israel 19481998, Jidisches
Museum, Vienna, Ausiria (catalogue)

Waoren in the Real World, Limbus Gallery,

Tel Aviv (catlogue)

Vayeurism, Igal Alon Gallery, Ramat
Hasharon

The Child of the Phatographer, The New
Ramat Eliahu Arts Studios, Rishon Lezion
Group Show: The Department's

Teachers, Photography Depaniment's
Gallery, Beit Berl College School of
An—Ant Teachers Training College

1999 Grosse Kunst Awsstellung Ditsseldorf,

2001

Messe Dilsseldorf, Germany (catalogue}

Ze-Miss-Tovev, Givataim Theatre,
Givataim (cautalogue)

The Sabinski Artisty Book, The Performing
Arts Center, Tel Aviv (catalogue)

Time Frame: A Cemtiery of Photograply in
the Land of Israel, The lsrael Muzzum,
Jerusalem (catalogue)

Between the Mountain and the Sea, Haifa
Museum, Haifa (caralogue)

The Changing Face of Family:
Phatography from the Collection of The
Jewish Musewmn, The Jewish Museum,
Mew York (catalogue)

I Have @ Dream, The Interdisciplinary
Center for Art & Science, Holon
(catalogue}

Camrern Obscurn, 20 Years, Sotheby's,
Tel Aviv (catalogue)
Transparent £ Colov, The Performing Arts
Center, Tel Aviv (catalogue)

The Many Faces of Yad Sarah, 1CC,
Jerusalem (catalogue)

Keirper, o Phovographic Explaration of the
Body—A Privare View, Primgallery,
London

Men at Honre, Kalisher Gallery, Tel Aviv
Internal, Gordon Gallery, Tel Aviv

Selected Acquisitions and Collections

1984 Ministry of Foreign Affairs, Jerusalem
1986 Biblicthégue Mationale, Paris

1987 The lsracl Museum, Jerusalem

1989 Joshua P. Smiths Collection, Washington,

B.C.
Tel Aviv Museum of Art, Tel Aviv

1990 Bibliothéque Mationale, Paris

Joshua P. Smith's Collection, Washington,
D.C.
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Singh 1997, p, 159

about the possibility introduced by Gidel, that “no matter what set of axioms were being used there would
be questions which mathematics could not answer—completeness could never be achieved.™ The novelty
lies in accepting the incompleteness and uncertainty. The certainty we seek, which one could expect to find
in mathematics, does not exist there either.

What may seem strange in terms of the laws of mathematics and physics is evident in human behavior.
When we have no idea what the future holds in store for us, and the past too is subject to various
interpretations. 1 find a measure of comfort in the series of works entitled The Artist's First Wife.
I know that even if somewhere along the line there will be another, this is one of the certainties that need
no proof,

Zahava Tal, the artist's wife, is a lecturer in Ant and Education, She is about to submit her final Ph.D. thesis on Gender.

a5
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Joha Lynch, “PForeword,"” in
Simon Singh, Fermar's Lax
Thearem, Fourth Extate, Losdon
[997, p. xii

Singh 1997, p. xit

Singh 1997, p. 191

Simone de Beauvokr, The Seeomd

Sex (1949), 1mns.: H. M. Parshley,

Vimtage Books, Mew York 1989,

Me and You = Us
Mota Bene XN 4 yn-zn
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Zahava Tal

“Mathematicians may seem almost other-worldly,” maintains John Lynch in his foreword to Simon Singh's
book Fermat's Last Theorem': they hesitate, rely on intuitions and gut feelings, and make mistakes, but
ultimately they persistently translate the resulis of this strenuous effort into a near-formal statement, a
coneise formula modeled according to strict, rigid rules, Through their self-image and intuitive perception,

they attempt to shed light on etermal, absolute truths?

Fermat's Last Theorem, a formula whose validity the best minds endeavored to prove for centuries, 15 a
present remnant in Boaz® long and dynamic life journey from the time he studied Mathematics in university;

a remnant that survived the realms of time and oblivion, and which he still re-invokes, not in vain.

A certain analogy may be drawn between the Sisyphean attempts at proving Fermat’s Last Theorem,
despite—or perhaps, because of—its deceptive simplicity, and Boaz' persistent, tireless, methodical search
for the right, true formula of his identity.

Tt is evident that Boaz is well-versed in mathematical forms of thought. Like a mathematician, he exerts
himself to find the simple, elegant, valid proof for the formulas of his personal identity as well as the set of
rules at work in the personal-individual sphere and the web of interrelations within the basic family unit,
The research methodology is strict and scrupulous, including a clear, accurate, restrictive frame of work
(full frame, a square photographic format for the most part, consistency in terms of the location and cast of
characters). This framework also incorporates endless and persistent repetition—many hundreds of films,
thousands of negatives, countless work hours, multiple versions for themes and scenes, as if he has been
striving to find the rght fermula for more than a quarter of a century, endeavoring to expand the scope of
known and conscious facts based on the precedent; as if he were heading toward the unknown future,

toward careful structuring and serutiny in order 1o study the exisent

“The Mathematician®s patterns, like the painter’s or the poet's, must be beautiful; the ideas, like the colours
or the words, must fit together in a harmonious way. Beauty is the first test: there is no permanent place in
the world for ugly mathematics” (G. H. Hardy)."

1s it possible that in this personal system, too, Fermat's argument holds true, that no one has managed 1o
find & solution precisely because such a solution does not exist? In retrospect, it is the search process itself
that yielded unexpected results,

Understanding the essence of human identity is a long-term, dynamic and universal process, While there’s
an intensive engagement with female identity—an irritating, nonsensical polemic, according to Simone de
Beauvoir*—inguiry into male identity is less prevalent, In Boaz® works this theme surfaced as early as the

1970z, and he has been addressing it incessantly ever since.

The way Boaz defines his works—Self-Portrait with My Family—is quite extraordinary and unique to my
mind. Despite my doctoral thesis on gender, the conflict of definition is frequently validated, and 1 find

7
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myself bewildered each time anew, wondering how I never manage to do it right. The presentation either
effaces more than half of my work when Boaz is not mentioned, or else I inroduce myself, adding: “and
I'm also Boaz™ wife,” which raises eyebrows, at times triggering “attacks” on the (female) inability to
define a separate, autonomous entity that operates independently of another,

Still, despite this awareness, erasing the familial facet eliminates a substantial dimension into which I put
my soul. This is where the bulk of investment and energy go; it represents a long course of action, filled
with much attention and emotional intention. This is why 1 find Boaz" definition of his works as
Self-Portrait so touching; all the more so his decision to define his works through us, through the family,
and call them Self-Portrait with My Family,

A family is a system where the totality of individuals function and are mutually-influenced. The identity of
us all, as individuals and as a unit, was shaped through experiences and events. No one lives in solitude. A
family is a powerful field of internal and external forces that transpire and ransform. Our identity is
determined, to a large extent, by the persons with whom we interact, those who live by our side: parents,

spouse, children, etc,

We have all experienced Boaz' artistic practice as a whole over time. It took a great deal of work, effort,
teamwork, and avoidance on the part of each and every one of us. It would be true 1o say that the totality
of experiences, chain of events, pains, struggles, illnesses and losses have lefi their imprint in our souls, and

these have found their place, depiction or signification in one of the works. It is a two-way process.

One of my privileges is the ability to live with the works, within and amongst them for very long periods
aof time. This rare perspective has also allowed me to witness others encountering the works. Profoundly
stratified, these works offer an abundance of viewing possibilities and directions, and numerous options for
decoding and interpreting the messages infused in them, Each viewer guides his gaze into his own realms
of knowledge, emotion and experience, and the interpretation is derived from the viewer's very essence and
the viewing duration, Like life with Boaz—vyou are never satiated, nor do you ever cease to leam and

evolve.

It is said that the quest for a solution to Fermat’s Theorem led 1o considerable percepiual changes. It brought

L
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' Georges Sadoul, Diciamaire des
Filaus, Paris. 1990, p. 337,

' Hanna Arendy, Eichmarm i
Jerusmlen: A Report an e
Boanliey af Evil, Penguin,
Mew York 1594,

¥ Haim Guri, fn Wiew of the Glass
Boorh: Eiciwsrn s Trial in
Jenesatem, Hakibbuaz
Hameuchmd, 2000 (Hebeew),

Triumph of the Will (1936). Later on in the film, the
Fiihrer is seen from a medium angle, standing erect
in an open automobile, and all of Munich hailing
him as his car passes. Behind the scenes of the Nazi
Party Congress at Muremberg, 8.5, officers are seen
playing around, the camera capturing them
semi-naked, exposing the banality of what film
scholar Georges Sadoul in his dictionary dubs their
“hestial cruelty.” This was his Olympus. The
Fithrer, they say, suffered from megalomania. In
The Great Dictaror (1940) Chaplin illustrates that
illusion by Hynkel's bouncing of the globe-ball. In
the equally ironic role of the Jewish Barber in the
ghetto, he would make sure that the other,
Heidegger's “impersonal,” would not be forgotten.
The end of the celebration took place in the bunker
in nihilism and ended with nil. This was the journey
into the roots of European culture. The Hellenic
reference, Classical Greece, Rome too. Mythology.
art, philosophy. The individual and the republic. In
Riefenstahl's case it is the body, in Heidegger's
case—language. Except that an unseen hand
shifted the railway tracks on the way back.
Athens—Freiburg, Sparta—Berlin. How could this
have happened? Suffice it to mention the existence
of evil; and it is not its banality that is so shocking,
but rather its sophistication. The sophistication of

evil.

It is here that the difference between wisdom and
revelation lies, It is interesting to note how many
Jews delved into Heidegger's doctrine, out of
admiration, They must have found in it the answer
to the “banality of evil." Hanna Arendl was
amongst the few who “broke the code,™ except that

e

the forgiveness she—and possibly the others
too—grant Heidegger, the teacher, apparently
expresses the very values that brought her in time to
the United States rather than to Palestine. Haim
Guri did not need Heidegger when he o covered
the trial (In View of the Glass Booth, 2001)." He
was horrified by the indifference and could not
fathom why it had happened. It was as if the sabra
was not concerned at all.

Perhaps Jewish universalism never since resigned
itzelf to the establishment of the State of Israel.
Steiner still shares that feeling, and so do Derrida
and Paul Celan. They found in him, in Heidegger, a
colossal mentor, perhaps because he enhanced in
them the feeling that through language, rather than
through the body, they would be able to find a
home and a land everywhere. With such a solution,
who needs a soul.

In the late 1970s, while studying in Paris, | came
across Roy Ajdeck's works, among them his
anthropometric self-portraits; like post-versions of
Leonardo da Vinci’s “Manpower” figure. It was
then that I myself started engaging with
orientations of the photographing body in relation
to the photographed body in the cinema, beyond the
lessons of painting and sculpture, rital and theater.
MNowadays all these affinities seem more necessary,
including the lessons of media and ontology. This
summer, on the eve of the show's opening, the
Berlin Schaubiibne production Kiirper (“Bodies™)
by German choreographer Sasha Waltz was staged
at the Tel Aviv Performing Arts Center, The piece
was inspired by Waltz' research in the Jewish
Museum, Berlin. In reference to the performance,
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Yael Efrati wrote in Ha’arerz (July 8, 2001) about
the deconstruction and re-construction of the body
as a physical-architectural entity in an attempt to
explore the skeleton, the nervous system, the skin,
the blood and the organs. Back to square one, o the
ribs and bones, but the rhythm has overshadowed
the vision, Laban, Riefenstahl, Pina Bausch, Sasha
Waltz... There is no escape; this is the
infrastructure of the inevitable reference within the
confines of the tool-less gesture. Tal will have to
deal with this baggage in his still photographs, with
the fixation of the moment and the surrendering
facial expression—the place where the zero point
overlaps that of 360 degrees, minus the certainty of
bridging all gaps.

When [ left the Tals" home in the Zahalon
neighborhood in Jaffa, which originally housed

those families evicted from Cld Jaffa, 1 noticed the
family’s ever smiling Cheshire cat on the towering
tree branch hanging above the entrance. Looking
up I could clearly see through the lens of my video
camera with which | documented the entire visit,
that despite the perpetual smile, that cat has
particularly sharp teeth. It doesn't have to make any
tools with which to hunt, nor did he ever read Alice
it Wonderland, and 1 suspect he has no idea what

he's missing either.

Dr. Simon Kagan is a lecturer of Visual Anthropolegy in
the Interdisciplinary Program and the Department of Film
and Television, the Faculty of the arts, and the Department
of Polincal Science. Tel Aviv University. Previously, a
researcher ar Centre Nationn! de la Recherche Scientifique
[CNES) and at the Colldége de France, Paris. This essay is
part of his comprehensive research on the subject of myths
and their representation.
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Boaz Tal, Expadnmants in
Harmaony, 2001

chrono-photography.  The series  of  still
photographs is perceived as a sequence, and it is the
blink of an eye that generates the sense of motion,
The body is bent, bowing down, sprawled, From
this serial lezson in anatomy the spectators are
missing; in Rembrandt's single picture, the
latter—namely the teacher and his seven
students—are standing around the tom body in a
complementary semicircle. There we are concerned
with pedagogy and a corpse, a lifeless body (The
Anatamy Lessont of Dr. Nicolaes Tulp, 1632). Inthe
studio one can creale experimental climate
conditions as in a lab. You can control the
atmosphere. You can create both a paradise and a
hell; you can even switch the signs at the entrance,
The body, apparently, knows how o moun and
how to celebrate. Go figure out the differences
when a celebration of blood is concerned. One’s
position does determine one's approach. Leni
Riefenstahl was to reaffirm this thesis with the most
incomprehensible naivete in her film Olympia
(1936). She was a good student of Muybridge, as
well as of Alexander Rodchenko, the engaged
graphic antist of the ideal of Bolshevism, and even
of Eisenstein, and she learmed equally well from
Rudolph Von Laban's mass choreographies and
Marinetti's figures. She heroically perpetuated the
athletes who took the pains to come to Berlin at the
time a la ancient Greek sculptures of gods and other
heroes, with the added dynamics on both sides of
the camera. She would rather forget Nuremberg,
the uniform and the torches. All this, mere days
before the extermination machine was to doom to
asphyxiation and ashes those who were not invited

1w

to the preliminary ceremonies, Germany is a nation
of thinkers and poets. Who would have believed
nudity could once again be so athletic. History
perhaps repeats itself, but at each turning point it
has new solutions. Sixty years later Riefenstahl
would ask for forgiveness for her part in the Human
Genome Project, back then still on the level of race.
She would do so in her still photographs of the
Nuba tribe in East Africa, not far from the place
where the bones of the *first Eve' were uncovered
by the anthropologist Leakey, who named her
Lucy, due o associations that led him to the Beatles
and diamonds in the sky. Riefenstahl’s associations
led her far away from the Babelsberg studios in
Potsdam, to naive Africa, where nothing was
known of what had happened two decades earlier at
the heart of crowning Europe. With the aid of the
miajestic Nuba shepherds and their beautiful women
whom Riefenstahl depicted in traditional courtship
rituals and primordial nudity, in an early version of
trance, she once again managed to address the
ethnic option with the utmost cynicism, under the
guise of reportage and in the middle of the square.
This was the pretext. What she can do with
hundreds and thousands of extras we had already
seen years before. Here she singled out the last
survivors of traditional society, those who
unheedingly appear most Aryan. Even back then,
long before Carl Lewis and Venus Williams, Jesse
Owens left Hitler no chance.

Tal's option seems highly relevant here, and so is
the topicality, and certainly the intimate view of the
nuclear family. To go on living, 1o go on creating,

10 go on testifying; not to give up, only to be
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careful, The document lies in the depth of the
frame, the metaphor—at the forefront. The
everyday, the garden, the home, the land—

authentic life; existence and moreover, resistance.

The Project of Enlightenment was terminated in
the Auschwitz-Birkenau crematorium, with the
burning of living human bodies in death factories.
For neither dust thou art, nor unto dust shalt
thou return. Thou art ashes, ashes. This is the
Inferno on the other side of Paradise. The Old
Testament entirely disregarded the Apocalypse, the
Revelation; in the New Testament, it is the last
book. It has no “genesis,” but only the borrowed
one. The Bible ends in a historical point in time,
with Chronicles; King Cyrus wants to rebuild the
Temple in Jerusalem. Ezekiel's Vision of the Dry
Bones already belongs in a future mythological
world, In the Apocalypse of St. John there was war
in heaven: Michael and his angels fought against
the great dragon, namely the old serpent called
Satan, which deceiveth the whole world, along with
his angels (Revelations 12: 7-9). Satan will be
bound for a thousand years; subsequently he will be
loosed out of his prison, and in the aftermath of a
War of Gog and Magog, he will be cast into a lake
of fire and brimstone and shall be tormented day
and night for ever and ever (Revelations 20: 6-10),
Finally the vision of the heavenly Jerusalem
appears, the Tabernacle, the Temple, the light to all
the nations—Redemption. Who could wait that
long? Teutonic mythology wo has a planetary
ending; the “downfall of the gods” after which not
much will be left intact. This fatalism would make
it easier for Mietzsche o affirm that “God is dead™

{The Gay Science, 1882). Then Man's turn will
come, as expected, in that very same Germany of
all places. God will take with him to the grave, or
wherever it is that he goes, the man whom he
created in his own image and likeness. This
correlation is called for. The process of dying
seems (o have begun already in Heidegger's Being
and Time (Sein und Zeir, 1927), and Sartre in Being
and Neothingress (1943) even exerts himself to rush
it along and bring its end ever-nearer. Heidegger
too dedicates greater attention to “finality” than to
“beginning,” and to death more than to birth. In
Holpwege (Wood-Paths, 1950) Heidegger also
addresses Mietzsche's aforementioned assertion.
He notes that the essay’s original title was supposed
to be “The Will to Power, an Attempt to Change All
Values," and that it is the notion of “the will to
power™ that according to Nietzsche raises man to
the status of an “Ubermensch,” a Superman, After
“the death of God" there is room for the man whom
he created in his own image and likeness, except he
is asked to take one step forward, which might wen
out to be one step oo many. The positive side of the
Fall, according to Heidegger's analysis, is the exact
equivalent of the famous doctrine of the “felix
culpa”™ according to which the fortunate fall of the
first man is a necessary pre-condition for Chnst's
mission and Man's oltimate redemption?® If there
are no volunteers, you have to look for victims.

The “MNew Man,” who possesses high aspirations,
descends from the sky (by plane) amidst the
Olympian clouds as if he were God himself, o
bring the message of the New World to his subjects.
This was the case in the prologue to Riefenstahl's
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of survival, but were also capable and programmed
to create them as well as enjoy their beauty even if
they were purposeless. It was precisely at that
imitial stage, as aforesaid, that we were endowed
with wisdom—indeed, that aforementioned ability
to recognize good and evil—whereby we were
supposed to confront the world, This 15 probably
also when we were given the intrinsic tools for its
pure and practical realization; the gift of speech
and the digital hands, and with them—the ability w0
communicate, a5 well az criticize, if 1 may
paraphrase Kant, All this, while constantly
expanding the circle of social interactions from the
direet interpersonal level 1o the middle planetary
level, while constantly propelling collective bodies
by mechanical means.

The waorld of culture became our artificial création
baszed on the senses, memory and imagination, And
we, the artisans, the craftsmen—having no other
choice, and due to human limitations as much as the
secondary advantages—found ourselves delighting
in a new kind of joy wunbeknownst to our
predecessors, the joy of creation; not always for the
sake of creating auxiliary objects designed to
facilitate the confrontation with our surroundings,
whether hostile or welcoming, but also for the sake
of creating symbols and signs. Mot only as artisans
but a5 antists oo, we were forced to confront the
narrow gap between permission and prohibition,
image and imitation, ritual and vision, religion and
science, Perhaps it is precisely art that best captured
the gap, manifesting the pre-eminence of man
above the beast, the genome differentiating the
human from the bestial; and to interferations on this

subject we are yet to come. According 1o Talmudic
parable, art is also the Torah, the law. according to
the Chinese—it is the flower worth toiling for. That
pre-eminence is the imagination, the emotion, the
soul; it is the key to our program for tragic
confrontation of the universe, of the enigma of
exigtence whose resolution may well lie amidst the
buds of each and every flower, or the chirping of
each and every song bird. After all, human beings
are the only ones designed so as not only Lo enjoy
sight and sound, but also to mimic and reproduce

them,

The notion of returning 1o that primordial world
from which our ancestors were banished due to the
gin of consciousness and comprehension of the
visible has never ceased to haunt us. The obsessive
pursuit of the Lost Paradise has been and stll
remains the very foundation of the solage pinned on
the routine of our existence, profane and festive
alike, as a corrective experience aimed at drawing
us once again nearer to bliss, namely—Ulet us return
while we are still alive, er else in the afterlife, to
that goodly world without unnecessary obstacles.
However, here, on that circuitous route, the most
frustrating trap of all was hidden, the mine, with the
fuse of illusion at one end, and disillusionment al
the other. I am referring to recognition itself and 1o
the ability to distinguish between good and evil, 1o
acknowledge injustice even if nothing can be done,
except to defy it, protest against it, and cry out in
vain. Given such preconditions, the body is
apparently incapable of expressing its helplessness,
but only through an uncontrollable gesture, as
though tangled in the branches of the Tree of
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Knowledge, where sub-consciousness extends,
forgotten, alongside the unconscious, pulling the
strings. This is the background lacking in the pain
reflected in the faces of Masaccio’s Adam and Eve
expelled from Paradise (c. 1425, fig. 13) a
pre-lingual  primordial ery, manifested in a
persisting monosyllabic text, Mot a ery of birth, but
rather one of maturing.

When 1 first saw Boaz Tal's “evolution” works
(Self~-Portrait with My Family, Adoratien of the
Child, polyptych, 2001, cat. 28) during the
preparations for the show, this is how | perceived
them: His daughters and their mother, his wife,
pose on one side of the Tree of Knowledge, as it
were, whilst Tal himself stands on the other—all of
them seemed to be taking some journey back 1o the
beginning, 1o the genesis of the human soul.
Othserving the mute body populating his enlarged
prints—at this phase of our collective evolution and
the manifestation of the reproductive work of an,
far from the Middle Ages, the Quanrocento, the
Renaissance, and everything assimilated ever since
in our collective cultural consciousness, closer 1o
Expressionism—I couldn’t avoid recalling Edvard
Munch's monumental Scream (1893) as well,
which sounds even more discordant in the
Norwegian original, Skrike, due o the
onomatopoecia Munch carved on the lean body and
gaped mouth of his terrified protagonist, standing
on the wooden bridge that hangs oveér a piece of
fiord. No one has managed to better prophezize and
at once warn against what would soon thereafter
come 1o pass, pot far away, in that same Teutonic

space, a mere generation later, and the nullity in

view of the depravity, the offense against
humanism, violation of the heart, the nude body,
unclothed, unequipped, powerless; the caplive,
batiered. humiliated body. In his prophetic poetics.
Munch envisioned the Holocaust, or at least the
possibility thereof,

Looking at the works scattered around Tal"s arelier,
they all elicit in me the sense of a final photograph,
the one preceding a harsh farewell, prior o a
critical operation, going to the gallows, an
execution. Photographs taken by the witness a brief
moment before the calamity, prior to the collapse,
when the crematorium doors rotate. Had there not
been photographers around, who would have ever
believed it. Frozen gestures, petrnfied postures
{car, 36). Inis hard 1o document a wound, and even
harder to do so when it seems that it is not open yet
or that it will never heal. Forunately, on the other
hand there is a spark of hope, an album of
recollections: the family, the kids going to school,
All of them pose for his camern, as if on their own
initiative, consenting to the documentation of the
naive scene even before the conditions are clearly
set; as though in order to remind those who will be
too young to understand, or those who will not be
born yet—as well as to those who will see pointed
guns ready 0 be fired—that someone had
forethought of them and decided that the truth must
be laid bare without delay and that justice must
show itself at once.

Looking at the collection of works. Muybridge too
is conjured up among the obvious associations
(fig. 14}, The mother embracing her little son, then
patting him on his rear end. The last days of




inte Pero and Cimon, ereating, as Valerius Maximus describes the Roman painting, figures that look like
“real and living bodies [evoking] events of old as though they had just happened.”™

Boaz Tal's works in the current exhibition, in which he himself appears as Cimon, offer one more link in
the chain of artistic depictions on the theme of Caritas Remana, Out of the many possible interpretations
of these works, this essay has focused on two aspects: the erotic and the non-erotic.

Dr. Golda Balass is a lecturer in Art History, Tel Aviv University.

11, Aubens. Cimon and Pavo,
¢ 1810

12. Aubens, Cimon and Pero,
¢ 1635
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On Resistancialism and |the Sophistication of Evil

Simon Kagan

The story of Man's creation and its deconstruction,
as told by the sages, centers around the episode of
the “wree of knowledge of good and evil,” whose
fruit we were forbidden to eat under the threat of a
death penalty. Later on we learn that by violating
the wboo of eating the forbidden fruit, customarily
identified with the apple—subsequent to which
Man became God-like, knowing the difference
between good and evil—cost him his immortality
and led to his expulsion from Eden. He was driven
out along with his conson, Eve, as a mortal being
{“for dust thou art, and unto dust shalt thou retern”
Genesis 3:19), yet despite the gravity of the
offense was spared immediawe death. This is, in
fact, the primordial forgiveness. The matter-of-fact
explanation for the expulsion is shifted from the
transgression itself, and is tied in with the fear that
Man, il allowed to stay in the garden of Eden,
would “put forth his hand, and take also of the tree
of life, and eat, and live for ever” (Genesis 3:22),
The other woman in Adam’s life, Lilith, is omitted
entirely; she was associated with an earlier epoch,
albeit her incarnation in the sly, seducing serpent is
quite feasible, let alone its being a manifestation of
a current alternative entity. Satan w0 is seldom
mentioned, only in the Book of Job, which is quite
regrettable, The notion of the testing of Man and
his fall resurfaces here, a fall into a world that
originates in bliss, as well as riches in the earthly
context, and culminates with a death curse. Under
such circumstances, faith alone is not enough.
Someone will have to market the idea of
redemption too. In the Book of Job, it is God
himsell who directly provokes Satan, awakening

him from his slumber: “Hast thou considered my
servant Job, that there is none like him in the
garth...” (Job 1:8). More frequent appearances of
Satan in our Secriptures would have given a better
perspective and we might have been more careful
back then, and certainly now. Some cultures chose
to adhere to a fuller balance between the forces or
to seek out rational alternatives; we will always
have a problem with the Sheol, and we shall still get
to that. The subsequent act in the story of the
evolutionary trangition from beast to human being,
from savage o civilized—after eating from the
forbidden fruit which caused Man to lose his
innocence—our sages associate directly with
clothing, albeit still quite minimal in scope and in
terms of leaf design at that stage. Apparently, with
knowledge, we also acquired consciousness, and
with it, recognition of our most primal, and in fact
our most fundamental, weakness.

No, it is not the sin of lust, which was committed
earlier, when we were still unable to distinguish
between good and evil. I am referring 1o the most
visible weakness of all, which derives from. what
else. helplessness—namely, shame. The weakness
of uncovered appearance, without feathers, scale or
fur, devoid of sharp tusks and claws. [t is the
anxiety of nakedness covered by a mere fig leafl.
And we will still get to the humiliation, S0 we are
concerned with the bare body of the “Naked Ape,”
the wise ape. We, the last and most competent
living creatures in the evolutionary chain, who
were bom without a cover, but with the ability to
cover ourselves, who required tools as external

instruments for existence to improve our prospects

0=

Boaz Tal, The Expwision, 1585
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emphasized by an accompanying inscription presenting it as an “example of virtue™ (exemplum virnuis)," It
is impertant to note that Pompeii was not discovered until the 1740s, thus these works cannot be considered

as a source of inspiration for artists who were aclive prior to its discovery.

One of the few medieval representations of Caritas Romaria appears in a thirteenth-century manuscript of
Solinus’ writings.™ Pero is standing outside a medieval fortress-like prison, and Cimon, who does not look
old enough to be her father, is straining his upper body through the prison bars in order to suckle from her
breast. Pero is modestly clothed, her gaze is rigid. and in fact the image contains no erotic connotations
whatsoever.

It is possible that the large number of depictions of Caritas Romana in Renaissance and Barogque art derives
from the fact thar from 1470-71 Valerius Maximus' writings began to appear in print. In the sixteenth
century the theme was addressed in some thirty works, among them works by major artists such as Giulio
Romano and Perimo del Vaga." The fatter’s piece at Palazzo Doria in Genoa, in which Pero is seen outside
the prison nursing Cimon through the bars, was described as a precedent for Caravaggio’s 1607 work Seven
Acts of Mercy (fig. 9).°

In his altarpiece for Pio Monte della Misericordia in Maples, Caravaggio depicted the Seven Acts of Mercy
a Catholic must observe in order 1o gain redemption: feeding the hungry, giving drink to the thirsty,
welcoming the stranger, clothing the naked, visiting the sick, visiting the prisoner (Marthew 25:35-36), and
burying the dead—added in the thirteenth century. On the right-hand-side of the painting Caravaggio
portrayed a female figure nursing a man whose head is protruding from the prison bars. This detail reflects
two of the requires acts of merey: visiting the prisoner and feeding the hungry. Caravaggio's innovative use
of the pagan tale of Carftas Remana was unprecedented in the Christian context of describing the seven
acts of mercy. Apparently, he was criticized neither for the use of the pagan tale, nor for the erotic depiction
of the bare-breasted Pero. Moreover, documents dating from 1613 indicate that the confratemity governors
of Pio Monte della Misericordia in Naples greatly valued the altarpiece and it was decided that it should not
be sold at any price. Other documents from 1621 reveal their decision to allow no one to make copies of
the painting.” The patrons, noblemen and presumably well-educated, were probably aware of the critique
voiced in Rome megarding several of Caravaggio's works, yet it seems they nonetheless appreciated his
original approach 1o the presentation of religious iconography. It may be assumed that Caravaggio expected
contemporary vie:wers to be familiar with the moral lesson of the Roman story, and thus comprehend its

inclusion in a Chiristian context.

More erotic representations of Caritas Romana can be found in the numerous mid-sixteenth century
engravings by German artists Barthel and Sebald Beham (fig. 10): Cimon is fettered, the upper part of
Pero's body is ex:posed and she is clinging with her body to her father, planting her leg between his legs,
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while nursing him." Widely disseminated, these engravings probably enhanced the popularity of this theme
among Baroque artists, especially in Italy and the Low Countries.”

The sensual aspects inherent in Caritas Romana seem 1o have appealed to Rubens, who painted several
versions of the theme." In the first version, dating from ¢. 1610 (fig. 11), the influence of Beham's
engravings is apparent. Although one can sense the intensity of the daughter's compassion for her helplessly
chained father, there is an erotic tension between the two figures. The starved Cimon is portrayed as a
muscular man, close in age to his daughter. In an etching afier Rubens' painting dedicated to its
commissioner, Carel van den Bosch, Bishop of Bruges, there appears to be an attempt to “tone down™ the
erotic aspects by adding an inscription explaining the moral underlying the story: “Now you see what real
love is. The devoted child gives her milk to a father pitiably oppressed by hunger and hard chains; and this
great love is said to have gained life for Cimon. Thus daughter became parent to her father.” In addition,
it is possible that through Cimon's posture, reminiscent of Christ in Picta scenes, Rubens sought to evoke
religious associations in the viewer. Nevertheless, one cannot disregard the aura of eroticism emanating
from the painting: perhaps it was precisely the interweaving of the different aspecis that so captured the
Bishop of Bruges, who was an art lover and a man of letters.

In another work by Rubens dated to ¢. 1635 (fig. 12), Pero and Cimon are depicted in a sensual, lustful
manner. This Pero is voluptuous and her pair of lush breasis are seen bursting through her dress; this
intensifies the erofic aspect, although the depiction can also be interpreted as attesting to Cimon's great
hunger. Rubens further enhanced the drama by adding two guards, shown peeking through the prison’s
barred window, Pero, who knows that she is being watched, is turning toward them with a pleading gaze,

The bare female breast in religious works creates in their viewers a dual tension. First, a tension between
the natural and the cultural meanings. The bare-breasted Virgin, for instance, arouses associations that
highlight her similarity to other women, while official Christianity accentuates her difference. Second, a
bare breast in a religious painting creates a tension between erotic attraction and a religious meaning. On
the other hand, it appears that anists and patrons felt no dilemma in presenting the female breast from a
sensual, erotic viewpoint within the context of a theme with a moral lesson. The fact that the theme was
classified as exemplum virntis did not necessarily dictate a solemn and restrained mode of portrayal.
Through the realistic depiction of the two “actors™ in the Caritas Romana episode, the artists breathed life
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The Female Breast as a Source of Charity:
Artistic Depictions of|Caritas Romana

Golda Balass

In many of the works in this exhibition Boaz Tal is conducting a dialogue with central, familiar images from
the history of art, such as scenes of the Pietd (cats. 2, 3), the Annunciation (cat. 7) and the Judgment of Paris
{gat. 10). One of these images is that of the female breast, an image charged with multiple layers of
meaning. In some of the works it is exposed in lactation scenes in which the woman is suckling a man (the
artist) rather than an infant {cat, 19). Through these works we are prompted to consider the link between
the breast and maternal devotion on the one hand, and the sensual and erotic on the other.

In many works of ant throughout history female breasts have been featured conspicuously and in the nude.
The symhbolic meaning ascribed to the breast has usvally been associated with fertility and nourishment,
both spiritual and physical, and in the wider sense—with life. Artemis of Ephesus is a well-known example
of an ancient fertility goddess. Many-breasted, she symbolizes female fentility and the power to nourish, and
may stand for Mother Earth or Nature itself, The breast as a source of life and infant nourishment recurs in
ancient visual depictions and myths, such as Hera nursing the infant Heracles, thereby not only saving his
life but also granting him immortality. The best-known of these myths is probably the story of Rome’s
founding, associated with the she-wolf who suckled Romulus and Remus.*

Representations of infant nursing are also found in Christian art in various contexts, The most prominent
examples are those of the Virgin Mary suckling the Christ Child {Virgo Lacrans, fig. 7). The theme was
especially popular in fourteenth-century Tuscan painting and sculpture.’ These depictions highlight the
Wirgin's role as Mother of the Son of God, and in a wider sense—as intercessor for humanity (Maria
Mediarrix), In Catholicisnt, Mary is regarded as the primary intercessor with Christ, an advocawe for the
Christian souls and a coredempirix, first and foremost by vintte of her being the Mother of Christ. To
reinforce her rightful place as advecate for mankind, she is often depicted in art indicating her exposed
breast, as if saying “it is from me that the Son of God suckled,” The Virgin Mary was thus seen as the
mother who nursed not only her son. but also, through him, all of humanity (Mater Ommniwm, Nutrix
Ommiwm). Thus, the breast and breast-feeding acquired moral qualities, becoming an expression of charity.
The tension that might otherwise occur between the religious and the erotic does not arise in these works
for two reasons: first, except for the one bare breast, Mary is portrayed modesily attired in a garment that
covers most of her body, completely concealing the other breast; second, the exposed breast does not seem
to represent a natural organ integral to the body. but rather appears as an appendage, often conch-shaped.

Another example of a nursing figure appearing in art in a moral-Christian context is that of the symbaolic
figure of Charity { Caritas)—the most important of the three Theological Virtues, alongside Faith and Hope.
This female figure began to appear in Italian ant in the first half of the fourteenth century. depicted as
suckling two children—perhaps under the influence of Maria Lactans, At times, the figure of Charity was
portrayed as bare-breasted, usually flanked by two—at times more— infants.!
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Whereas nursing a child is a natural act generally devoid of erotic connotations or messages, works such as
those by Boaz Tal, portraying a woman suckling an adult male, are necessarily charged with sexual
associations, evoking complex, ambivalent responses in the viewer. In Christian art there are several
depictions of the Virgin Mary giving of her breast milk to an elderly man. In porirayals of the Vision of 5t
Bernard of Clairvaux (1090-1153), for instance, he is depicted turning to Mary and asking her to prove that
she 15 indeed the Mother of God. and the proof she provides is a stream of milk from her breast. Thus she
also rewards him for the many writings he had dedicated to her. In Murillo's painting {c, 1630, fig. 8), 51
Bemard is seen kneeling, receiving a jer of milk into his open mouth.* Mary is not shown nursing him
direetly, since such a depiction might have distracted the viewer from the vision's religious meaning.

In secular art too one can find depictions of a woman nourishing an old man. These originate in a Roman
literary source dating from ¢. 30. In Facra er dicta memaorabilia, Valerius Maximus recounts the story of
Pero. a young woman who nursed her father, Cimon, who had been imprisoned and condemned to
starvation. Her filial devotion persuaded the authorities to release her Father, and thus she saved his life.
Walerius goes on 1o describe the strong impact made by a painting depicting this theme: “People stop in
amazement and cannot take their eves off the scene. ... In those mute figures they feel they are looking on
real and living bodies, This must be the effect on the mind oo when the still more effective picture made
by words prompts it to recall evenis of old as though they had just happened.™

The story of Pero’s devotion to her father, often called Caritas Romana, was popular in ancient Roman art,
whereas depictions of the scene in medieval art are extremely rare. In the Renaissance, and mainly in the
Baroque, artists exhibited renewed interest in the pagan story, as manifested in a large number of related
works. After the eighteenth century the number of portrayals of this theme diminished considerably.”

The prevalent iconography of Caritas Romana features Pero with a bare breast, nursing her imprisoned
father. The classical writers and the visual images from various periods, particularly those accompanied by
a text, were emphatic as to the moral significance of the theme; at the same time, it obviously embodied an
erotic potential as well. One may assume that the patrons and artists, including Boaz Tal, were well-aware
of this duality and the possibility of highlighting either aspect, in accordance with the circumstances.

In the Roman period the theme of Caritas Romana was portrayed in numerous fresco paintings. as well as
in terracotta” The popularity of the theme during this period might be accounted for by a wall painting from
Pompeii, whose physical condition, unfortunately, is quite bad. The scene is set in a dark enclosed space,
possibly a prison; there is a barred window in the top right-hand comer. A ray of light penetrates through
this window, illuminating the only two figures in the room. Cimen is kneeling on the ground before Pero,
who is seated frontally, looking at her father with a gentle gaze. She is offering her breast, directing it
wowards his mouth, as he suckles from her. The moral lesson of the theme in the Pompeii painting is
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cat. 14

5. Boaz Tal, Study of Mate and

Homage to Engene Smith, 1988 {cab. 3), in which
close examination is required in order to identify
the current setting in which it takes place, In other
photographs, such as Self-Portrait with My Family,
Piera with Notre-Dame, 1992 (cat. 2), the “classic”
theme undergoes ironic estrangement by locating
the entire tragic event next to a television set
projecting an image of Notre-Dame Cathedral, with
a twist suggested by the empty video cassette cover
and furthermore by the domestic flip-flops found,
ostensibly for no reason, at the foreground of the
photograph. In other works, such as Self-Porirair
with My Family, Recondira Harmonia, 1991 (cat,
4), the gap between the figures embodying the
subject itself (“Pietd'") and the setting—in this case,
a nursery with a play-pen, bed, bookshelves and
children’s drawings on the walls—is also carmied to
an extreme, The nudity of the man and woman and
the “classic” nature of their postures acquire a
playful corporeal relativizing through the diaper
of the youngest daughter, still a baby, standing in
the play-pen in the background. There is no
telling where the woman's gaze is tumed, while
holding on to the man al the center of the
photograph—whether toward the man lying
helplessly in her lap (which invests her with the
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6. Boat Tal. Study of Male and
Famals, 1831 Famale, The Blessung, 1992

role of “woman-wife') or perhaps to the baby in the
play-pen behind her (which leaves her in the role of
“mother™),

This eritical scrutiny of gender power and
inter-dependence culminates in a series of
photographs from the early 1990s entitled Sty af
Muale and Female, Here too the afore-mentioned
artistic elements are incorporated: references 1o the
history of art, profanization of the “classic” aura by
locating the occurrence in the domestic setting with
its everyday, utilitarian objects, and subversive
treatment of the traditional gender-minded division
of roles. The man emerges alternately as physically
defeated (fig. 30, as ridiculed in his somewhat
bestial sexual desire (fig. &) or as truly regressive,
helpless, requiring the matemal protection of a
woman (cat. 14), On the other hand, the woman
vanguishing him is perceived as anonymous in her
victory (in fig. 5, the concealment of her face with
carthenware befits the archaic presence of her
sensuous physicality), as indifferent to  his
lustfulness (in fig. 6, the victory posture of her right
arm reminiscent of the iconography of sculptures of
military leaders in Ancient Greece, in keeping with
the blank screen of the television operating next to
her), and as spiritual in her forbearance (in cat. 14
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her embrace supports the man, allowing him to
suck her right breast, yet her gaze is turned vpward,
detached from him).

Is this, then, merely a formal reversal of the
traditional relationships? A spiteful opposition to
fossilized conventions? Exercises in disrupting the
prevalent perception? An inkling of all these is
indeed found in Boaz Tal's works. They alone
could have sufficed to lend his practice a unigue
status in the field of Isracli ant, if only for the rare
aesthetic gualities accompanying his piercing
contextual statements, not as a mere opposition, but
rather as an integral part. This is no trivial matter
these days. However, it appears that beyond all

these, beyond the irony. the sarcasm, the
inginuations and the covert smile (in and of
themselves immersed in profound camestness and
venerable, astonishing commitment), a great love
shines through, a love that even goes beyond Tal's
ever-present familial contexts; a truly humanistic
love, such that lends his utopism an emancipatory
dimension and endless passion for the other within
the existent, or more precisely—for the very
feasibility of that other from within the existent.

This is certainly no trivial matter these days.

Dy, Moshe Zuckermann is the Director of the Instilute for German
History. Tel Aviv Univershy
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in the midst of life, and here is a group of people
that have gathered to observe it. What for? For the
sole purpose of viewing the work of art. And all this
takes place in the living room, a space in which
other, essentially practical, bourgeois things usually
transpire, Indeed, the group that has gathered to
observe the act of demonstration {or perhaps they
have laid there all the time, when suddenly the
dance burst into the room), this group is
all-absorbed in the transpiration, but this is not a
non-concentrated concentration a la watching
television: there is something ritualistic, something
that goes beyond the mundane reality, about the
faces and stances of the spectators, albeit it is
conceivable that one of them may at any moment
get up and walk to the fridge in the adjacent kitchen
to take out some yogurt or fruit,

Tal's utopism is thus revealed as willingness to be
exposed to that which corporeal being conceals
beyond what is wvisible via common practical-
purposeful observation. For this Tal does not need
to create conceptual counter-contours, nor, as said
earlier, agitated phantasmagoric visions, which
by their very nature undermine “reality” as a
totality of instrumental practices. He simply
exposes the sublime in normaley, and in fact—is
being exposed to it. This does mot necessarily
concern eye-pleasing and heart-stiring  beauty
{although such beauty too abounds in Tal's
photographs), but rather quite a bit of what Freud
calls das Unheimiiche or the “oncanny,” “fear of
the mysterious,” namely, of something familiar that
has been repressed, whose return as repressed is
frightening precisely because it is associated with
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the familiar rather than with the unfamiliar. The
fascinating etymological origin of this notion,
discussed by Freud with remarkable skill, indicates
that it refers to the mysterious and threatening that
ostensibly emanate from that which is unheimlich
{unhomely), but which in fact are derived from the
secretive concealed in that which is heimlich
{homely): the familiar, in its status as secret, is the
threatening; its mysteriousness stems from the
secrecy imposed on it by way of repression. Tal's
familial-domestic setting, realms with which he is
intimately familiar, functions in his photographs as
the basis for a dialectic engagement with the
secretive and mysterious concealed in that which is

perceived as solid and safe.

The work Self-Portrait with My Family, Playing
Chess with My Father, 1991 (cat. 12), best
illustrates this. The photograph depicts a domestic
scene spanning three generations of the Tal family
in a virluoso composition of a group of seven
figures. The autonomy of each of the figures is
preserved in terms of their individual mode of
concentration, their gazes that are tumed o all
directions, their postures, their positioning, and the
type of affinity or non-affinity they maintain with
the viewer, but at the same time, all the figures
emerge as individual constituents of a whole that
induces an enticing-menacing air of mystery. The
source of the mystery lies partly in the fact that
precisely the figure of the photograph’s authar, the
speaking subject (“playing chess with my father™),
appears utterly blurred, impromptu deconstructing
the unity of speech and the gaze on the occurrences.

Moreover, an intricate, simultaneous occurmence
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takes place in the photograph, encompassing
the drama transpiring around the chess table:
the grandmother's indifference o that drama,
embracing her granddaughter while focusing, with
a-smile, on the camera that documents the drama;
the autonomy of the young daughter who is
immersed in her childish fantasies; and the location
of the mother who observes the entire scene with a
skeptical-contemplative gaze. Possibly pre-planned
and modeled, possibly contingent, this concurrence
may serve as a paradigm for the manner in which
any human collectivity is constituted: the structure
of the whole is forever comprised of an intricate
system of practices which are individual 10 some
extent; however, the significance and status of
thess practices are always determined in relation to
some meta-individual whole, The issue of human
communications {or lack thereof) in such collective
framewarks, suggested by the remarkahble
photographic  composition, is symbolically
represented by the winding telephone cord, trailing
from the bottom left corner of the photograph up to
the telephone placed on a stool at the forefront of
the room: The entire scene would have fallen apart
at ence, had the phone suddenly started ringing.

The combination of these artistic clements is

powerfully manifested in a series of photographs in

which Tal explores gender relationships. In
Self-Portrair, The Artist in Landscape, 1991 (car,
93, the artist is seen naked, standing in the darkness

amidst vegetation depicted as threatening; his
badily posture, his hands covering his genitalia and
his startled glance convey a sense of persecution,
usually attributed to women in moments of sexual
distress (as in the iconography of Susanna and the
Elders). Tal is clearly trying to undermineg
time-honored conventions in this context. Indeed,
the series of self-portraits from the late 1980s and
early 1990s, staged as a series of Pieth scenes, is
characterized by a radical transformation of the
conventional role division in the wraditional Pieti:
rather than emphasizing the sorrow of the “mother”
lamenting her “son.” Tal is concerned with the
weakness of the “man™ helplessly dependent on the
mercies, support and protection of the “woman.”
This particular emphasis is reinforced both by the
fact that the traditional “mother™ role in Tal's
photographs is personified by his wife {(and in any
event, by a young woman), and by the fact that the
family children are full participants in the staged
scenes. In zome of the photographs the scene
reaches qualities of expression identified in the
works of the Old Masters. Such is the case, for
instance, in Self-FPortrait with My Family, Pierk
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Boaz Tal:|An Artist of Photographed Painting

1

Moshe Zuckermann

A man is lying stark naked on an outstretched rug,
on a patch of lawn, amidst trees and bushes,
surrounded by a woman, a teenage girl and two
little girls, all clad in summer clothes, A straw
basket peeking through the grass blades implies an
outdoor  picnic scene, The photograph is titled
Study of Male and Female, after " Le Déjeuner sur
Pherbe,” 1990 (can, 8); its subtitle indicates that
this is a paraphrase of Le Déjeuner sur l'herbe by
the French Impressionist Edouard Manet. A
paraphrase, by its very nawre, does not take pains
1o preserve the basics of the original composition to
which it refers via vanational changes, often
radicalized to the point of ridiculing the original.
Indeed, the positioning of the figures in the
photograph does not correspond to that in Manet's
painting. Furthermaore, in the latter’s work there are
no children, but there is a highly stylized amay of
still life consisting of food stuffs and items of
clothing.

However, it appears that the most radical alteration
in the photograph involves an essentially content-
related aspect. In Manet's painting the two men are
fully dressed, whereas the women ar¢ not—the ong
in the background is semi-naked, and the one in the
forefront, dominating the work, is fully nude. In the
photograph, on the other hand, the posture of the
man reclining on the lawn indeed alludes directly to
that of the man on the right hand side of Manet's
painting, except that he is stark naked, while the
women, as mentioned above, are clothed.

This photograph represents three major aspects
characterizing Boaz Tal's artistic-photographic
enterprise during the past two decades: He paints
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by means of photography; he corresponds with the
history of {chiefly Western) ant via photography;
and he subverts gender conventions, or at least
radicalizes their iconography to the point of
remodeling them, by means of photography. Tal is
an artist who never stops looking at the past
with mixed feelings of explicit admiration and
implicit ironic distance; an arist who endeavors
to fuse painting, the “old” medium of visual
representation, whose “death” is being announced
time and again, and the “new™ visual medium,
photography, that was set in motion several
decades ago, and is also fairly old by now. He is an
artist who refuses to relinguish the contemplative
absorption in the static visual object, whose
disappearance in the dynamic-feverish-hysterical
modern era was first diagnosed by Walter
Benjamin. It is precisely Tal, the artist of
photographed-painting and painted-photography,
who turns out to be one of the last utopists of Israeli

art,

Tal's utopism does not rely on some fantastic
Arcadia, an idyllic world of refuge from a
threatening civilization, He is not versed in
sensational mansgression of the existng; on the
contrary, he is entirely immersed in domestic,
familial life-worlds, teeming with practical objects
and located in daily, familiar space-selling
contexts. When Tal converses with Yan Gogh's
The Potaro Eaters, he does not produce an ideal
type of a wretchedness scene in a poverty-stricken
sefting (as in the Dutch artist’s early painting),
but rather locates his own version of the same
waork (Self-Portrait with My Family, "The Potalo
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Eaters,” Homage to Van Gogh, 1990, cat. 13) in his
private home, around a able. And while the wable is
indeed illuminated with lighting even more
dramatic than in Van Gogh's painting, the
decorative plant protruding diagonally against the
backdrop of the wall on the left hand side of the
photograph—a  dark  silhouente  decoratively
incorporated  into  the  composition—testifies
unmistakably 1o the nature of the setting in which
the diners, Tal's family members, “eat” the whole,
raw potatoes placed on the table. However, even
when Tal addresses a distinctly mythological
theme, presenting his own version of the Judgment
of Paris (Self-Portrait with My Family, The
Sudgment of Paris, 1993, cat. 10), he avoids
situating the scene in an ideal setting that befits the
archaic nature of the occurrence; instead he sets it
in his private living room, a room crammed with
objects, items, pictures, books and videotapes,
conveying a sense of a quasi-stylized “mess.” The
center of the photograph is indeed occupied by a
column in psendo-lonic style, which may
ostensibly infuse the episode with a “classic™ vein;
bt the switched on TV set next to Paris (who is all
focused on handing out the apple), with the canoon
figure of Popeye the Sailorman projected on the
screen, undermines the “classic” grandewr. Tal
himself personifies Pans, whereas his wife and
daughters play the goddesses: four female figures
“to choose from,” from the little girl to the mature
woman.

Tal's utopism is thus devoid of the super-realistic
aura and the sanciity of the fuwre. Ow of the
cluttered materiality of the éveryday, out of the

naturalness of the domestic setting, of the habitual
here-and-now, of bringing together those figures
closest 0 him with their lush sensuality, their
sweeping earthiness and their unaffected presence,
despite the conspicuous stylizing interventions on
the part of the antist—out of this abundant totality
of worldly life he generates the otherness that
counters the convention, that is likewise immersed
in that very same life. It is precisely within that
opulence of his familial-domestic surroundings—a
setting that embeds the danger of sentimentality
and petit-bourgepis provinciality, as evident in the
works of many artists of the past—that Tal
identifies the presence of another life. And it does
not matter whether it is the cheerful joie de vivre
infused in Self-Portrait with My Family, a
Demonstration of Perspective, 1991 (cat. 5}, or that
which according to its specified theme deals with
the warst of all: Self-Portrair with My Family, Piera
with Notre-Dame, 1992 (cat. 2). In bath cases an
aura emanates from the photographs deriving not
only from the oddity of the semi-surreal sitation,
but equally so, from the unalfected dimensions that
captivate the viewer through the artificial (art)
waork, In this sense, it is not only the perspectival,
practically Barogue foreshortening of the right leg
of the dancing figure in Self-Portrait with My
Familyv, o Demonstration of Perspecrive that
furnishes the photograph with its title, nor merely
the angle wherefrom the family members observe
her, which is different from the angle of he who
beholds the photograph, but also—perhaps even
primarily—the other perspective on life embedded
in it: here is a work of (gestural) beauty transpiring
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flux of life in time and space. The sense of gloom is intensified by the choice of black-and-white
photography, the extremely dark color scale incorporating only sparse spots of light,

The photograph concluding this chapter, Study af Male and Female, after "Le Déjeuner sur | hrerbe, " 1990
{cal. %), conveys a more placative atmosphere, but it oo contains that same sense of gloom, It is a
black-and-white photograph where the lawn is not a lawn, but rather a burnt down grove in an Israeli
landscape., and unlike the original painting, there is no meal in sight. Yet, it is here that the artist begins to
get in touch with himself and with the “maternal” within him, while conducting a true dialogue with his
daughter who pleadingly tums to him. The female nude symbolizes the natural mother-child relationship,
that profound bond the artist gradually unveils, after a long process of trial and error. It is important to note
that this is “matemal nudity,” whereas in Manet's painting the nude is meant 1o be erotic, at least in the
artist’s machoistic eyes.

In the third chapter, “After the Fall, Study of Male and Female,” the artist leams 1o live with his newly
acquired identity, as a man who relates to the “feminine” within him and draws strength from the women
around him. In the last work he partly disappears, voluntarily. within this source of strength. In this chapter
the artist conducts a dialogue with the women around him, one which is more attentive and content than the
power-minded dialogue we witnessed in the previous chapter. Testimony 1o this are the photographs’ color
scheme and the bodily gestures of both the man and the women.

In the final chapter, “The Adoration of the Child,” Tal discovers himself and his deep identity. The title is
taken from the Christian tradition of the adoration of the Infant Christ, and here it alludes to the private
religion of the artist and the female members of his family. The parent gives life and the child endows life
with meaning—even if this relationship involves suffering and harsh confrontations. This is the real bond,
which is clearly evident in the last photograph (cat. 23).

The exhibition as a whole is a “self made” biography, in which the home is virally the only space where
life transpires. It functions as a kind of sanctified realm for the artist and his family—for the
individual—where he, and he alone, sets the rules. Here, the boundaries between female and male, child
and adult. Jew and Christian, domination and submission, joy and suffering, dissolve, and the body plays a
key role as a site of pleasure and pain, rebellion and control, freedom and threat.

The enchantment of art, as I have said, lies in its constimting a whole world, full of emotions, dreams and
declarations, or in a word—life, Boaz Tal's photographs are suchlike; they may be read as an individualistic
manifesto, and precisely for this reason they form a sociological text attesting to our experience as
Jews-Tsraelis in the here and now. These works celebrate the individual, the home and family and are a kind
of death certificate of the collective-Zionist ethos. In this poetic creation, in the old-new sanctified realm of
the home, society is denied access. In Tal's body of works there is no reference to Jewish solidarity, let
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alone human solidarity, and it is but a faithful depiction of the current state of affairs of a society in which
homa hamini lupus est (“man is a wolf unto man'), where each individual is selfish, calculated and cruel;
an accurate reflection of the state of affairs in a society where each man is for himself and those related o
him alone. The guestion then arises, what might happen when the home—the most dangerous place for
women—becomes the place sanctified by society as a whole?

The antist’s affinity to Western culture indicates vet another phenomenon characterizing many of us today
as Jewish-Israelis: our head is in the West, our body—in the East, and our soul—in-between, and there is
no connection between them, just as there are practically no Oriental motifs in Tal's work, As far as the
cultural aspect is concerned, it appears that the “New Middle East™ has fallen into a deep slumber. that the
war marches will but sustain it in a terrifying, alienating, frustrating standstill. Yet, despite the pain, the
frustration and despair, despite the drums of war and hate, the same light that has accompanied and
sustained Tal throughout the bulk of his works still prevails—the children. The centrality of the child in the
life of the ever-so-individualistic individual is a distinctive Jewish-Tsraeli invention, a kind of hallmark of
today's Jewish Isracliness, The individual who sets the child at the focal point of his life declares the
miracle of life and his belief in man. It thus follows that a society that places children at its center is one
that wants to live on and believes in the future. It is perhaps this link between postmodernism and the
centrality of children that will teach us to take off the military uniform and relate 1o the others within and
around us. Blessed be all children of the land!!! Deliver us, O children of the world!!!

Dr., Sylvie Fogiel-Bijaoul seaches Seciology ut the Beit Berl Teachers Training College where the i3 Head of the Genter Susdies Center. She
is nlso semior becturer ot the New School of Joumalism ot The College of Management. Tel Aviv,
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4. Bronzing, An Alegory, c. 1545

choose to have us read Self-Fortrait with My
Family, Playing Chess with My Father, 1991 (caL
12), a5 a reference to Ingmar Bergman's The
Seventh Seal, a symbolic duel with Death itself;
yet it may prove more rescnant in its blunt
suggestion that father-son relations can manifest
the complexity, competitiveness, and ruthlessness
of chess, in whose mortal combat all concern for
other relationships can become  subsumed,
Self-Portrait with My Family, The Adoration of the
Child, 2001 (cat. 28), may suggest that within us
each there resides something sacred that merits
reverence, but at the same time it hints that
emotionally we each—regardless of age—carry our
childhood within us, and that a family of two adults
and three offspring is always, on some level, a
family of five children, all needing to be adored, all
in search of love. The two “After the Fall” sections
take their cue from the fable of the expulsion from
paradise, but resonate with failings and anguishes
less monumental than breaching the command of
God though no less piercing—the lies and betrayals
and guilts and punishments of our quotidian
relationships that weave through the textures of our

lives,

So here you will find suffering, penitence, lust,
loss, shame, all the other major and minor tropes of

our tumble from a state of grace, sins of cmission
and commission, the mortal ones and the mere
peccadilloes, evoked with a mix of melancholy and
irony, presented as monumental in scale yet
commonplace as a weekday supper or an afiernoon
at home, We are what we are, flaws and all, it
seems, and must learn to make the best of it. Tal
tells me that he thought of titling this exhibition
either “Allegro MNon Troppo™ (a musical term
describing a tempo that's happy, but not oo much
so) or else “Allegory of Time and Life™ (after the
painting by Bronzino, fig. 4). This seems an
appropriate sliding scale along which o measure
this work in this moment, the first year of the
millennivm for some but not for others, when
prudence recommends that we take cur joy with
caution until we find some way to agree at least on
what day it is, if it's even day at last.

A D, Coleman
Staten Island, New York
June 2001
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Allegory: Allegro Non Troppo or the Post-Zionist Manifesto
[

Sylvie Fogiel-Bijaoui

Art's enchantment is not readily decipherable, even though, like life itself, it has existed since the dawn of
humanity. Art inspires people 1o touch and be touched, to dream wtopian dreams, and thus open the
windows of their soul, often mirroring the mindsets prevalent in their society. Such is Boaz Tal's exhibition
featured at the Tel Aviv Museum of Art: beautiful and poetic. but also subversive, lanfamount 1o a
sociological text that first and foremost attests to our post-Zionist condition.

1 will not refer to the technical-artistic aspect of the exhibition—that I will leave to others who are more
competent than I to do so. However, 1 would like to mention the photographic and color techniques that,
along with the allegories depicted, generate in the viewer a sense that s/he is coming face to face with icons
belonging in the canon of the Western Christian tradition. The artist, however, appropriates these allegories
from his position as a Jewish, Israeli “new man™ in 215! century [srael, and transforms them.

I would like to discuss the clear, unequivocal message emerging from the show—a celebration of
individualism, namely, an ode to the individual who creates his own world, his own identity. and thus molds
the meaning of his life.

The exhibition is a work of art in four chapters. The title of the first chapter, “After the Fall: The Artist's
First Wife,” attests to the sources of inspiration on which the artisi-photographer draws: the concept “after
the fall” evokes religious associations, but also alludes to contemporary sources, such as Arthur Miller's
play, After the Fall, written after the death of his first wife, Marilyn Monroe. The Artisi’s First Wife is also
the title of a well-known painting by Rubens, which is a part of the canon of Western art.

In this chapter the artist presents the essence of life as he perceives it. namely, motherhood. Motherhood
may indeed be painful and frustrating at times, but it is also the greatest gift nature has granted woman and
the source of perfect bliss. At this stage it seems that Tal observes but does not intemalize motherhood, as
anyone who loves his child, whether it is his own flesh and blood or his child by choice, is capable of doing.
Out of “motherhood”™ the child is born—the light at the end of the show, who, in the final chapter, lights up
the artist’s world and life. Light and happiness, but not too much—allegro non troppo.

Entitled “Study of Male and Female,” in the second chapter, through his quest for identity, the artist strives
to fathom the meaning of the relationship between man and woman. The bartle of the sexes is evident here,
the emphasis being placed on what the artist perceives as the viciory of women and their domination over
men. However, despite the battle, there are brief moments of bliss and serenity, minor bliss, and in these
moments the artist is even willing to efface himself in part and blur his head, as he does in Self-Portrait
with My Family, Playing Chess with My Father, 1991 (cat. 12). In the next photograph too, Self-Portrait
with My Family, “The Potato Eaters,” Homage to Van Gogh, 1990 (cat, 13), modeled afier Van Gogh's
famous painting, Tal depicts moments, albeit gloomy ones, of familial intimacy. The wretched poverty of
the original Van Gogh is substituted by a fragile, transient intimacy, threatened by the outside—by the very
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U And, conversely, photagraphs
read no less strangely when that
silaabon’s reversed-as when, for
example, a presemt-day
daguerreotypist like Jerry
Spagnoli makes an image of the
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Fashion in the mid-nincteenib
century W describe a Depression-
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Boaz Tal: Allegory/Allegro (Non Troppo)

The trouble with living in a country whose
inhabitants reckon time according to three different
calendars that set their staning dates variously
within a 4400-year stretch of historical time is that
you never know what epoch you're inhabiting.
One person’s run-of-the-mill year is another's
millennium; this one awaits spring rain. that one a
messiah, or Ammageddon.

S0, depending on your specific faith (or secularized
acceptance of prevailing social convention in your
community), these works from 1988 A. D. through
the present by Boaz Tal were created in the last
decades of the second millennium (according to the
Christians), between 5748 and 5761 (on the
Hebrew calendar), or in the years 1366-T9 (for the
Muslims). Small wonder that he, and we, and they
all seem so confised, lost in a desert of overlapping
time frames, stopping for solace at the oases of this
or that mythology—only to push on again as
chrononomads must, compulsively, in search of
that moment and locale in which the clocks all
chime in landem. Best bring a lunch.

Enter, then, this mirage he’s constructed for you.
It's only an illusion, of course, just light waves
rippling through your optic system and inmo your
parched mind, and you know it. But give yourself
over (o 1t anyway...

Engage with any of these photographs and you find
yoursell in two and frequently three places
simultaneously. First, of course, you are “here,”
meaning wherever it is that you're standing or
sitting while viewing that particular picture,
perhaps on a wall of the Tel Aviv Museum of Art,

perhaps somewhere else—in a gallery in Montreal
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or New York, for example, since Tal's work travels
widely on an international circuit; and of course
you may be looking at it reproduced in the pages of
this very catalogue. At the same time, you are
“there,” vicariously present behind the camera at
the moment the exposure was made and the scene
encoded on film. Finally, in many cases, you are
imaginatively somewhere else again—in the
historic or mythic moment depicted. whether that’s
the Annunciation, the Judgment of Paris, or the
rudde, gritty dinner of Van Gogh's Porafe Eaters.
Where, exactly, does that leave you?

Photographs manifest a curious relationship to the
anachronistic. Because they encode and represent
the specific moments of their making, they give the
lie to themselves blatantly whenever they're used o
depict events that ook place before photogriphy's
invention, or before the distinctive tools of a
particular photographic process became available.!
Despite the purported photographic portrait of
Jesus supposedly made with a camera obscura
circa 30 A.D. and recently “discovered” by
anthropologist Dr. Bradley Durbin,? stylized and
self-evidently fictive photographic renderings of
historic events or mythological scenes affect
us quite differently than do comparable
representations in the taditional visual media,

This happens because we know—intellectually, of
course, but also on a certain kinaesthetic level
—that the person we're looking at isn’t Napoleon
or Joan of Arc or George Washington but actually
2 hired model or the janitor or even the
photographer him- or herself, and our atention
goes not only to the photographer’s inventiveness
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and to the quality of that person's disguise and
impersonation but also 1o his or her presence in the
situation and inner life in that instant before the
lens. Who, looking at a painting of the Crucifixion
known to have been done from a tableau set up
in the studio, would ask, “Why is that woman
Mantegna painted pretending to be Mary
Magdalen? What's going on in her head as she
poses? And who, looking at a photographic

version of the same scene, would not?

I should also point out that it would probably prove
less disconcerting to have these images presented to
us in a book. or as standard-sized photographic
prints, portable and nicely contained between
covers or in small metal sectional frames.
Photographs use many rhetorical devices to make
their arguments, and one of those devices is scale:
first the scale of things a5 organized within the
frame of the image, and then the scale of the
photographic object itself. Today, with large
maonochrome and color prints both technically and
economically feasible, and exhibition spaces
accustomed 1o displaying them, photographs—
which not too long ago rarely took a physical
form  bigger than the average drawing or
engraving—ofien come to us looming as large as
once only paintings and sculptures could, And that
transforms our relationship to them dramatically.
What formerly we had to stand close to and peer
into now engulfs us, even from a distance. Bringing
the human figure up to life-size and larger, as Tal
does here, has a deep and immediate psychological
effect on the viewer. So too does the fact that more
than a few of these figures make eye contact with

the spectator—reversing the gaze, as it were, in a
manner as startling as suddenly meeting the eyes af

SOme siranger in a crowd.

In effect, Tal has created here an installation
populated with lifelike simulacra of human beings,
which mimics and gently parodies familiar,
culturally loaded scenarios while simultanecusly
limning a private, familial landscape that
constitutes a minefield of sorts. Wife, husband,
children. mother, father, brother, sister . . . these
configure exactly the dangerous terrain that so
many of us traverse nowadays as a quotidian given,
a social yet personal psychic space that from its
ancient origing through the immediate present has
proven emotionally explesive and surely fraught
with peril, the private sphere ne less chancy than
the public. From the pictorial evidence, Tal views
the risks and sacrifices involved in the delicate
waork of intimate kinship with wry humor, patience,
affection, acceptance, and a degree of resignation,

If we treat this as a domestic chronicle—and on one
level at least it is such, an exaggerated family
album. all those depicted being the artist's
immediate relatives—it proposes that all the mighty
stories from our sacred texis and ancient legends
find themselves inscribed again and again in the
everyday lives we live with others. Writ small,
perhaps, but there for the reading nonetheless.
Meanwhile, on ancther level, it suggests that those
astonishing, transcendent lives of the saints and
martyrs, those extravagant sagas of legendary
heroes and villains, constitute nothing more than

our own endless, mundane travails wit large.

One can take these parables either way. Tal might
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After fourteen years of work on comprehensive familial scenes—most of which were staged in the family's
living room, against a domestic setting laden with objects and decorations, shot in black-and-white in
medium-size format and liter developed and printed in a dark room—Tal has made the transition to taking
Polaroid color photographs in the studio. The new technique was one of the by-products of his doctoral
study on the subject of photography and breast cancer. This mode of work, which allows for feedback,
change and control in the course of work (reflection on action), was relevant and apt as a research

methodology to enable immediate response and dialogue during the shooting process.

The studic is located in o bomb shelter, yet the photographs disclose no identification of a place; neither of
a studio, nor of a bomb shelter, If in the earlier series, taken at home or in the garden, indications of the
location and signs of spatial continuity stood out conspicuously (ar home— the flight of stairs climbing
from the living room to the top floor, and in the garden—the link to the open landscape), in the present
geries there is no identification of a space. A bomb shelter is indeed a closed space which is supposed 1o
shelter one from the outside, but here there are no familiar clues which would identify the architecture and
“landscape” of bomb shelters, such as the staircase leading underground or the sealed off emergency exits.
The black background, which apan from the figures does not even have a perspective of depth, dissociates
the space from a specific site. “A bomb shelter is not a place,” Tal told me in a conversation we had during
the preparations for the show, “It's my studio, but it is neither a studio nor a home by definition. For me it
is the opposite of a home, and in the works it is an anonymous, indistinctive place..."

Tal adamantly preserves the full frame, a meticulous methodology demanding precision of thought at the
tirme of shooting, with no cropping or processing of details. When a deviation occurs from the square format
in the color photographs, it is not the result of cropping but rather due to blackening of the photographic
paper outside the confines of the frame in continuation of the original black background, thus altering the
photograph’s proportions either horizontally or vertically. In black-and-white enlargements the black
contour—ihe frame's margins, the border between the square, on which the entire occurrence was inscribed
in light at the time of exposure, and between the margins of the celluloid moving on spools within the dark
apparatus—is always printed too. This adherence o the full frame evidently reinforces the sense of
authenticity, the knowledge that the photographed occurrence indeed took place—ithat the people, objects,
attires and gestures were all there, in the living room, before the camera, Similarly, the color-saturated
bodies emerging out of or retreating into the black void {we know not where) attest that the body, the patch
of light, the great darkness and the camera were all there.

With the transition to-color photography in Polaroid, the lab work too has changed, and with it, the ritual
delay between the moment of shooting and the artaining of some kind of result. Obtaining the initial image,
anegative reflection on the film, can amount to mere minutes, and several more minutes are required to get
an initial positive image on the photographic paper. Tal used to delay the lab work and the development of
his black-and-white films for much longer periods of time, even months from the moment of shooting. He
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wanted to create an emotional and intellectual distance between the oceurrence on the set during the
shooting and his relation to the result. If the need arose to repeat a shot, the entire set was reconstructed, so
that no modifications were made on the existing set. During the months of delay until the films were
developed, other photographs were obviously taken. He did not maintain any synchronization or strict order
between the periods of shooting and periods of developing and lab work; in fact, one cannot talk about the
relevance of an immediate feedback, but rather about conclusions obtained gradually and from an
intellectual distance. The nature of the process in Polaroid is almost the reverse. Within a minute or so from
the moment of shooting a positive image is received on the Polaroid plate. One can repeat a photograph or

continue shooting as a rapid response to the result obtained almost in the actual course of action.

If Tal's black-and-white photography took place virmually in full light (save a few scenes in dim light) and
the developing and printing work was done in the dark room, in the shift to Polaroid a reversal occurred,
The shooting is performed in near-darkness, with concentrated lighting focused on the photographed body,
while the lab work is performed in the light, starting from the immediate developing of the photographic
plate, through the intermediate phase of enlargement for the purpose of selection. to digital printing directly

from the original material.

In the bomb shelter, in the dark, the group composition has been broken down into pairs (the artist and his
wife: the artist and a model), into individuals (the artist’s wife: a model), and into individuals comprising a
series (the family members in Self-Portrait with My Family, The Adoration af the Child, 2001, cat, 28). The
setting has disappeared or been devoured in the darkness of the background. The naked body is not exposed
in detail and the texture of the skin is scorched in the blinding light and saturated color; elsewhere, it wanes
and becomes blurred against the dim source of light. The body is, in fact, a physical gesture resulting from
the contrast between the dark background and the illuminated patch of color. Even though the contour is
not sharp, a clear bodily movement is outlined, attesting more than anything to the fading. The gaze on the
body has drawn eloser, yet it does not focus on detail; not on signs of adulthood, maturity or withering
evident in the isolated body, but rather on the body's impression in the space.

In one of the recent photographs, all the family members have once again gathered for a family phote,
some of them with their back to the camera and the source of light.
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A Bomb Shaltellr Is Not a Place

Mili Goren

I reexplore this group of photographs by Boaz Tal, and once again, despite the great similarity, even
sameness, in terms of themes and sources of inspiration, | divide them into two groups. One consists of
black-and-white photographs, narrative compesitions abounding in details, symbols and attributes; the
other comprises sparse color photographs with an extensive black background, devoid of details, containing
a monochromatic body, in an occurrence with close 1o no details, yet having a clear contour evincing
movement or interaction between bodies,

The earlier {1978-1992) body of works in black-and-white features the family—generally, the artist, his
wife and their daughters, at times joined by the artist’s parents, and occasionally by commissioned guest
maxdels. The later body of works {1992-2001) portrays the same figures in more limited groupings, in pairs,
or as a sequence of individuals making up a series. The artist appears alone only in several occasions, as
the only figure in the frame (Self-Portrair, "Sad to Leave You, " after Urs Luthi, 1978, cat. 1), or as a detail
in a serial sequence, In most works he appears in group compositions or as part of a couple, and in one series
he himself is not photographed (“The Artist's First Wife, Allegory of Time and Life™),

Has Tal changed the traditional formula of the concept “self-portrait?” Is he extending the term and defining
through it also the “family picture” and photographs of the family members, or is he perhaps creating a new
concept? Is the photograph of the artist's daughterfwife her self-portrait? Or the artist’s? Is this a
self-portrait?

In the course of work, the color, the format, the location, the group structure, the body features and the work
method—have all changed,

In the staged sets in black-and-white, the figures, the lighting and objects are given roles, logether
comprising a photographed narrative that reconstructs or alludes to familiar scenes from religious,
mythological or historical iconography. However, this is not a reconstruction of the scenes themselves, but
rather of their representative manifestations. The photographed sets refer to a painterly, photographic or
cinematic representation of a particular myth, and thus constitute a quote or a homage, and in any event
relate to the world of art, and therethrough—to the phenomenal world.

At times the quote shifts to vet another level, becoming a reference of the second or third degree. a quote
of a quote, as it were, or forming an additional context, latent or suggested, between the referents, such as
Le Déjeuner sur Uherbe or The Judgment of Paris. Tal's Self-Portrair with My Family, The Judgment of
Parfs, 1993 {cat, 10) may refer to several versions of The Judgnent of Paris, from Antiquity through
Rubens to contemporary artists (figs. 1-3). Tal initiates a stratified dialogue between the different works,
between himself and the Masters from the history of classical and modern painting, and between genres and
styles, from the expressive heroic style of Rubens' Barogque body, through the social hedonism in Manet's
realistic Impressionism, to the cynical transparence of photography. Yet he refrains from an extreme
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1. Rubens, Tha Judgment of Pans, ¢, 1638 2. PFicasso, The Judgment of 3, Mark Tansey, The Judgmant of Pars il
Paris, 1951 1983

emphasis of the medium’s reproductive quality and from a critical-political uwse of its immediate
appropriation capacity. as did for example Sherrie Levine, Richard Prince and Cindy Sherman in the 1980s.
He shifts the weight from a discussion of the medium's boundaries 1o a discussion revolving around the
interpretation of the photographed story, despite the fact that his scenes, as noted above, do not respond
directly to the mythological origin, but rather allude to antecedent depictions of these episodes. Tal's
models—the artist and his family—challenge Rubens’ ideal model, Manet's young bourgeois, and the poor
family of Van Gogh's Porate Eaters. They respond to previous antistic choices, to earlier ideals of beauty
and class; not 1o the socio-cultural reality that generated these ideals, but rather to our own caltural milieu
that serves as a backdrop to the emergence of new conventions, When the artist/Christ is reclining in the
arms of the artist’s wife/Virgin Mary in Self-Portrait with My Family, Pietd, Homage to Eugene Smith,
| 98% (car, 3), he is wearing old-fashioned men’s underwear, rather than a piece of multi-pleated cloth like
the one loosely wrapped around Christ's loins, or alternatively, Dolee & Gabbana boxer shorts as a signifier
of the latest vogue, The authentic apparel are “the artist’s underpants,” So is the disposable diaper of the
infant {youngest daughter) in Self-Partrair with My Family, Recondita Harmonia, 1991 (cat. 4). She is not
depicted in innocent nudity like the angels (putti) painted on cathedral ceilings, nor as a celebration of the
invention of plastic out of a commercial for disposable diapers. A similar role is played by the telephone at
the center of the composition in Self-Portrair with My Family. Playing Chess with My Fatfer, 1991 {cat.
123, which is. incidentally. the only photograph taken in another home—the parents’ home. The set and
props are authentic. They belong in the daily landscape of the home depicted. If there are elements of
disguise, these are affixed with exaggerated simplicity, and even underscored in the title, as in Self-Portrait
ax an Angel with Wings, 1995 (cat. 15).

The family is harnessed, directing itself for an (artistic) action that situates the artist and his work (and
asccordingly—his family) as a link in a long chain of traditions in the history of art. Concurrently. the family
and the artist alike pose as models that do not represent ideals of beauty, a social pattemn or a typical model
of a lme 20t-century Tsraeli-Tel Avivian family. They represent the family of an antist whose response 1o
the history (of art and culwre), wherefrom his position in the present is derived, is conveyed through a
familial installation and a corrent examination of relationships, identities and role playing—always
including himself. Thus it is a family portrait, and at the same time a self-portrait of the artist, a sell-portrait
of the artist’s wife, a self-portrait of the anist’s eldest daughter, a self-portrait of the artist’'s middle
daughrer, and a self-portrait of the artist’s youngest daughter.




Foreword

Boaz Tal's ceuvre is one of the most fascinating expressions in Isracli ant touching upon the junciure
between the values and language of amistic wadition and the artist's here-and-now, In retrospect, Tal's
photographs raise the question of art’s ability to bring myths and everyday life closer together, to draw the

lofty and sublime nearer to the secular and banal,

The illusions of time and place recall the painting by the Spanish master Veldzquez at The National Gallery,
London, where he juxtaposes a commonplace kitchen scene with Jesus in the House of Martha and Mary
{c. 1618). Velizquez is not unequivocal regarding the time and place of the occurrence depicted in the
painting, and yet the fervent gaze of the young woman precccupied in the kitchen creates the impression
that she indeed sees that which is painted in the upper right corner of the piece. Are we concemned with a
scene’s reflection in a mirror, or with a painting within a painting, or is it pérhaps a window through which
one may look into another space? The tension between the real and the imaginary is reinforced in view of
the old lady who impels the young girl to get on with her work and ignore the sight she has seen or

envisioned.

Boaz Tal models his compositions after masterpieces from the past, both in the earlier black-and-white
photographs featured in the current show, and in the later color works where the photographic space is
devoid of any attributes, and the figures convey their messages mainly through their body postures. The
viewer is an active participant who must complete the various layers inherent in the image.

We are grateful to Boaz Tal for the unique experience afforded to us by viewing his works, Special thanks
are due to the artist’s wife, Zahava, for her assistance and involvement throughout the preparation of the
exhibition and catalogue. Thanks o Nili Goren, Curator of the exhibition, and to the writers, editors and
translators. Thanks to the designer and producer of the catalogue, Dafna Graif, for her cooperation.

| Prof. Mordechai Omer
Director and Chief Curator

Veldzques, Jesus i the House of Martha and Mary, ¢. 1618
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