


RN AREEAC R AAR

W

MW T3 WYY NANRKRS NIRRT TP
PRI Swm T
amx-5n nuAIIK



0?3771yn 1210

7
Y DTN
MYyl 5o v

9
M5 p
0wt Sw uabT Nt mby

29
5P 5
5v 1y Sw ANk 'R Dn b ambw 0o

45
MK Sw

M5opTIRT NIBTPWS Myn NN 1WAy KD 0K
50 112 Sw on1Tn yavi mibvna

51
50 manr
20 5w M

101
0B DY

N2NIR TAAT

7.11.2006 — 26.11.1952

1277°7Y N73A pUY D1INKY D7XD?DIATIIND N717a0
1"K777 7pn 17

Y2 TIT1 NTa717 p"y D1P1IAXT7 71790

172X°70 DDIDIA7IIX

N1y 73770 '3178 :0777A0 XX

NanTy1a :'7v Y12
2010 1x1172 21 - 2009 1anawa 12

nJiyn
anwy 737N XX

A707

Y170 1AR :n73an1 21Xy

T2 3137 :(21A012X) N712Y7 DIADT VDD DIy
27D21D7 N7 0?7417 DA

1?7'70 1770 :(D7787A1°2 0?21°X ,210N12K) N?7AIK NIy
Y170 M7y :nig7m1a

n237001 11X X1 A17070

1717 AT RNY D1INXKA D7A170177 1170

N13nX71 M127nY7 Dan nxyIn

N7717A2 0°A1707 D1D18Y7 231AK 7773 D7I0KD 1277 170
72777P 0732 By D1IANKYT DIXDIDIATIIND

Wil

[81 'ny X1l (v13) yax m17xn ,2004 ,71AD N3 :n711y NTIDY

(b139) yax 017xn ,2005 ,7A10118 ,781y DY NANT :D77AIX naDy
[76 'ny 1x1]

N112 X 1M1 ,0°70070101 110101 017NN

11777Y 0732 pUY D1INXT7 D7XDIDIAIIND N717A0 ,2009 ©
172X770 DUIDI27IIX

978-965-7160-26-8 :1"npn



1MXY-1312 ,70 Y12

N1y 737N

piRlraflaPA' ANGR /A PARE PR 2l BEEEEEEEEE LT I3 vopv
MYITY NWpana 1 — qonr oy 5w mptmvan nX yTina
nPOMBN MK PIMY 0K Mpni RYINT VIR DR
D19°¥11 DR INMWY 157902 Thynt - 1Tnn Sy T b
A¥15 M12'M S0 1Y Sw NITIAY ,0%Y .0ManT R
0%¥n 50.7I¥T NMVIVOXK NX,JNTIYAD 131N ,N127 MAan
13 YN RITW M2 WHK 1NYT 51500 Sy - vnw m>d
K2 1TV 13902 TMIVT TEpIRM Pt miviyi labynw
MK S i K Sw1%p i .manant Sw oipnn
N0 DY MIART D170 OV ,DOMnm MR Dmnyb
WMwN w1 MDY mwa Mvd M5y 2 0nsTmin non
;50 Sw DmwIn 1MmI%¥Na 0MRn 1718K1 WP ATND
5w 1wan NX 0MB ,NMAITK TIWR DM (R 1pma vant
.Mvyn K5 Nnoom Sy v 1wnS nn yain eIy
w15wS 0553 omipa a1k wbK Sv 111 Sw rmibyn nr
D177¥71 N7 5w TnIp A pa XY N1MBRNNT , M™Mpy Mnpn
,270°1T NIW 102 SMAAW M Yy DIV IWYNKA 03 KOK
Y- m%yna P wi-nnn NankS awaTna 1rTnts nopna
MO 12%-Mw 05700 NNY¥na 0MoSRM
pERlrafla A ARG /AM PARE PR 2l EEEEEE TR EE T 137 vopuv
MYITY NWpan 1 — qonrm?y 5w mptmvan nX yTina
nPOMBN MK PIMY 0K Mpni RYINT VIR DR
D19°¥71 DR INMWY 15902 Tyt - 1Tnn Sy oma S
A¥15 MM 5U 1Y Sw NITAY ,0%Y .0MAanT WK
0%¥1 5. MY NMLIVOK NX,JNTIYAD 113102, 7127 MTan

80x126 ,127-1np 017xn ,1987 ,7017 DIAX7 N1INN ,"IDIN 2ITY'7 2IXY" NXY 17177

Self-Portrait: "Sad to Leave You," Homage to Urs Liithi, 1987, b&w photograph, 80x126
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Self-Portrait with My Family: "The Judgment of

Paris", 1993, b&w photograph, 126x126

OpIMnm 27K “NOKYP’I Mven 5w nwohwiuen
WAV RO SWOTIRBNA N1ARNNT TYDArMD - N
Py 5w yIp NI¥ — AR Sw NMNADwRTNINTT 127102
A™>AN3 nnam nwowruen SwAn Mt NNy
PR ¥ MOW NN MR 5w ma) s 1K mbanko
N7’ PImm M55Innn “N1ToRYp7 T NAYDT TWKD (MU0
SW (D YA ORI 1M 10 YW RIpinS ar
m97"%Ymw DM YRR T 1903 ,03102 DY YA K - (AR
JRIDX M 719X Dm5yna .oaSw 1S RS N “noxSp i
TDNORIT YW 1IMYY” 10072 P70 Sw 1M1 wnnwnS ox
;0711 MWW 0NN NP0 NRyyn Sw omnna ompn
FIRTMAAY 73TW) 23w 9272 0MMIYRm 0NN YN DR
mm mbona nw Tpsna wn TR N Tntuoy
DRWMIT — ‘OMKAT DR IMI0N 12T (DTN K9
‘MNYIY’D MM NPTA? N1DAOK M™IDIXD NI Ny
DO7p703 ,DMMWIYTLDIDT DT Y1 NINKND L NTMIpn
4/ mxnm orbuinpn Sw NPNDIBNMT N3IYNa NiYInM
5w AM1m 0MIWwINT 0IMBRAN TR DX 13791 KD 1IN
OrSKIT DNIN2 YRS 5w OramnaKT DR I9K N1y
,078WIM DN IR DMK 19 72337 71 70D ,WovInn
NIIY02 DWW NMWIYT NIKIYAT 0 0'DPIMIR ONIKA
,O7018D) DU 7D DI DWRTA MTMWRT “N1oX7p
LIONR RBPI MNATT 3010 Syw TmSu pndv 1T Mwon
wIMW ¥EM (NTMWNT AT NonS ontnnm IR
0%1DW DMWMPT DMLY DPNIOKRYA DD IR 0TI
SW 7AKITIIDT 22 ,0IVDAD O YK 73 .Yy yTIn wop
moYn IR Y pnyim 237 0T 95on Sw o abnn
VDDA 19T NDBN M WPOKITI WP NK MW 1D HR
951 MK OrYvdPa PINYWT NMMY10Y 115 DranTn
MKI% TWBRNI MIRYNAS W MonT N wivweb 11150
7DRYP” 2RO - 5LONA MY N1V 0MIYYNa

MIRA "M2A™ WD DR MNET IMAT M%7 DR onwvn
TINMITM MR MDY DR (R S5ma nyminm
M YaY 3 NN PIw Im - 57 010 DK
maw 5v 5w 1m5yna na3v aKx oaexn Sy nou va
MK 5w DINKRDT PTLRIDTINMT R (MmN XY Pvbn’)
9pY21 ,DI0I) FIRTORSPIT 1A DM DIRWN OK ORI MV
MI¥PIDIVOMTTY1 DINKDA MYIITIY T2 RN (PIIRAMT
237N W NN YR Sy i mYT K Sw omniyna
D71KY Y0 NX w1 DX 1) K2, D125 Nk nTon M
7270 113,72V 3 NI MY DY 0AN5N[T 07717 vo1n
AWpa1 (Morimura) 119771 [TOXNIOK? 1K (Sherman) A W
Jm5n 5371 ©1 MY — N IMKM MIpn
ORI DY OTpMi S Sw T Manonma 13 yS nwn
5w [pIDNORT (1 NMOPYMT DN PR NINART MT9INn
210 9on Ao Ik mynava1b 1170m 1w 5 XY prkan
SW (1986) TANTINTPY LIV AWYI? MNITA (XAT BT XKW
Nyt mnSnnn 5v Sw aSKk 1m1%¥na 3 (Jarman) (RIX P
Dupnw 5w N mMnnn’a NMomm My nomn
T2 Wwn w 153K ,JNIK DPMAT (INADWA 1127 AR 1prYa)
(1990) "KWTT 2y ATY0” N1pya :{IwK1 1212 minn] 51n
(1993) “O7IKD 5w [TM1amT” [AABWIT DY MYY [P177 10 ‘DY
MIMNTT TWYNR0n NYANWNHT DN 3 TNYa DTem .11y
— ’OMpAw” NYYNK NP NN NTAYT OYYaw qmm
“1wnn 021Y’S DAPNRT ,JRTm NRTT NIYYNRKR YNynn hn
Sw D1pSIMIOT NIMIIR DX NPIMMI NIWRN - 07Mon
oy wmayy Pl MW SwooMnwd  mSwm M
1990) UM% AN MOTINRT MDA 93IKT ITEWwNT
"MORSp” N0 YW mNYph MR O9na 12 My
TNLOIT WP N2 NNV MIRINM MU0 WP
LML Mynwni NX Dp1M MYOna anw nmam
maownn Maw pnn avyn Swonaasinmm nn

,1990 ,"XpTN 7y nTIYD" N1a7yl :APX1 11A7 1NN

127x127 ,127-1nw D17x0
Study for Male and Female: After "Le Déjeuner

sur 1'herbe", 1990, b&w photograph, 127x127
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126x126 ,127 7Ny D17x0 ,1995 ,nMpan :'NXY 171°T
Self-Portrait: The Annunciation, 1995, b&w

photograph, 126x126
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Study for Male and Female no. 9: Self-Portrait,
1995, b&w photograph, 126x126
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Self-Portrait with My Family: "The Potato
Eaters," Homage to Van Gogh, 1990, b&w
photograph, 126x126
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126x126 ,127-71NY 017¥0 ,1991 ,9112 AN 70XV 171°T

Self-Portrait: The Artist in the Landscape,
1991, b&w photograph, 126x126
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Study for Male and Female: Hoe and Rake, 1990,
b&w photograph, 120x120
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Study for Male and Female: The Blessing, 1987,
b&w photograph, 50x50
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60x60 ,yaX D17X¥D ,2006 ,0°27100

Those Who Go, 2006, color photograph, 60x60
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60x60
Portrait: Homage to 0'Keeffe and Stieglitz,
2004, color photograph, 60x60
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Self-Portrait with My Family: Playing Chess

with My Father, 1991, b&w photograph, 126x126
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70x70 ,yax D17xn ,1996 ,210X2 nn7y 7w 17177

Portrait of a Young Woman in Yellow, 1996,

color photograph, 70x70
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Figure without a Shadow: Homage to Richard Strauss,
2000, color photograph, 122x150
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Self-Portrait: "Sad to Leave You," Homage to
Urs Liithi, 2000, b&w photograph, 126x126
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150x250 ,y1X D17XN
Study for Male and Female: Self-Portrait, "The

Divine Comedy", 1998, color photograph, 150x250
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Hans Holbein the Younger, The Body of the Dead

Christ in the Tomb, 1522
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125x125 ,yax 017xn ,1998 ,T¥n 101D Ui7*113
Breast Cancer Project, 1998, color photograph,

125x125
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217772 1635 ,7210 7V 713770 ,7X170D 171112
Bernardo Strozzi, The Healing of Tobit, ca. 1635
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190x160 ,yax D17XD
The Healing of T.: Self-Portrait with
Zehava, 2006, color photograph, 190x160

,¥1X 017X¥0 ,1991 ,nyTn Yy 7¥ 17X1 :APN1 12A7 n11an

120x150
Study for Male and Female: In the Shadow of the Tree

of Knowledge, 1991, color photograph, 120x150
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60x85 ,yax 017x¥n ,2007 ,0°N13 707AX
Vase of Flowers, 2007, color photograph, 60x85
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120x160 ,yax b17¥n ,1998 ,Tyn V1D L7118

Breast Cancer Project, 1998, color photograph, 120x160

125x125 ,yax m7xn ,1998 ,T¥n 101D L 118
Breast Cancer Project, 1998, color

photograph, 125x125
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1

30x40 ,yax m7xn ,2008 ,0mT yav

Still Life, 2008, color photograph, 30x40

2

30x40 ,yax m7xn ,2008 ,0mT yavp

Still Life, 2008, color photograph, 30x40

3

30x40 ,yaX D17¥n ,2007 ,Nature Morte

Nature Morte, 2007, color photograph, 30x40

4

30x40 ,yax m17xn ,2005 ,719D ,17T 18D

0ld Book, Spain, 2005, color photograph, 30x40

5
30x40 ,yax m17x¥n ,2005 ,n7?7’n118 yg1 7y 07018

Flowers against Formica Background, 2005, color photograph,

30x40

6
30x40 ,yax 017xn ,2009 ,0°N13 nN7X 7Y D7DAX AT
Pair of Pears on a Flowery Plate, 2009, color photograph,
30x40
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NN 73 230x122
Self-Portrait with My Family: "Adoration of the Child",
2001, color photograph, polyptych, 230x122 each unit
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The Artist's Wife after Leonardo, 2001, color

photograph, 126x126

26



29

70 TY12 7P 10110X X121 D7 TAD NA7°71 ;07217 007D

MM N2¥T1,1%K 511 19K N1PA22 INADWHNA MNWT NN
WPAK T MXN2 .27 TTwA 13751 197K 0wt 9 o
*17paN 51 7237 1phn N MY RS Inw s yvab
DN 13790 - DRYYSWD TR TTIPBN NN KOK WK
IR ML TS 0K OIW 183 — N3N DNONT NMWHK)
20792 5v tvia Swoanyiat 5555 nuankn

TN ADIYS Pt MRV [P TN MYy 01
.01P% nMnn N3 M [T nanant Swonrmns
MW7 7I9I¥A IMYn K17 07O D7NURK DmMrmb Tna
DW AW DX MApyY 191 KT ap bt mrprn mm
m5%mn M%yb Sw nwaw namyn mamanmm Jnnxa
TN KT 12T YW IDI02 MY YAW NMOTN Yy ina 5y
MINANT D3 NYATTA K AR WM MAINANT T AKX
I 1NN X N ART NRYMm KM nmanwn Sw
:NIRA TR 2AND AT WP WY NS (12005 nwornn
nuYRW (TS NYS) AYInma T KXY WKW 2T
,070207 SW MO ANDMNW Y1 NI AT WA A1V
DA PINT MK WM N2 DW-INYDIT K YYD (2w
DY M9 oIS wak 35 2 mimm o aymnn Sw
NN XM MINANT NYAd 70007 ANy fam
AITPY MWK P NPHoR 13185 MM MmN N
317092 197ra Swnb ayiviw b3

9K MM M9 TI0% Wpak MnKn Sw Nwran pona
7N, M129N02 711 Sw N 18IRY NN T 1NN SX
DY9PRIT MK MK MRNT YW 2wt poma nmmn msman

Y771 70

KPS 90°1T MW NWwXT 80711 NIawn Su 1yia Sw o 1niTay
— 11121 NV - INABWR NKY 1NIK NIKNNRY NAW 2077
NN, MAYDT . MIDIKT N1 551 N2 N1YXKILI N2
,X51 1K P51 01 NN DK 217 70 5y NRnn ,Thpa
IR M3 NI SW M DK IWKY VIR DIYD 1IDHY T
TIWR

NAM NITAY 17705 DUWE KD 107 NI MNawan
D'W1 "0A7 W M0 PI0W NYDA K1PY W) AN T
N7 3 200172 71AN3 SwnY MKrathnn ko oran
JTWR™I2) WP Mynwn DX 377 AR 7033 NI winn
RAW M Y RIT WATAWD ,070Mi T pARNT (KD 1OM
mwn Dy Mt pma bt Dwan Swonnvad aRm
Svw 1A% WHKR” TN M1 DMIYYNT DR KNP [Py
N7 L] LM MIPINY NYInnp Sy AT Wwpna vy wpan
DMK /M2 DK 133030 ORT Sw manna 50 myy provawn
VYMN DMK O PN MONT AT NWYINA 02T YR
A Aynn aOxwb L] N1 Nomna AWK TTona
0"M1%¥N 17702 O™ TRt MSNm mam om Sw o ninmpna
IR M [L]TWRT 7235 710 Nandn DR NRwNT
“NMTAT MR INNKNY TR 0T DMy oD
SW MIMKIT [NAATY PIPT OMIK 0, wnn 1707303 K 1Twn
NMINMARD NMDYA L ART NIV INIK T0NRM WK TWK
2 /NN WK MY

MY NAAKT 17v8n% 15 TV 10w NIMAWwaba L]0 OX
MK KT SW ANy DM paRna 1211m 3 axm o bw

,DUIWAIT :X 773 ,0°2N05 731 ,[1931] “1107i1T MDIRT” ]2 RIF
my (1992 ,TMRNT y1pin :27K-5N) T T NARTn onan
.106-105

.21 DMNTT ]IN0NT N1 DDIVYN” L1112 TNIXK LTPOLINA

3 NN APOLINT R¥INAW OYPIP~NNIT ]PIN0NN 5x LpbhRIW
plp/ba Ry PATate Byt iniay i ERb ) <4 ARARE R RIEF paantahivicizabahinnlhin]
:AMK=5N) 2T T NARNANn DRAN O 2 775 .8°2n5

.18 'Y (1996 ,TMIKRNT Y12

William Pietz, "Fetishism and :1X7 w705 Yw mnyTon wibw 5y
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Emily Apter and William Fietz (eds.), op. cit. n. 9, pp. 251-265

19

20

28



31

191X MYy Tpn? 09T amm RIT va o1rm
27¥iT .0 n M S mna% nmi npn Tmm
19771 7MY RYMANT 90000 PINYIWI YRR D3
1TV 5w pr1am A¥IN — 217052 19703 127 TS W D — Iim
XV N1121NM YW JNIDDANT .OMYRITM IR NIMKAT
m1970M ,"VDI5VIBRPT DINKM M9IRIII0T NIITA N1 TN
NR DTMWAKAMT 01911000 DWYnRKT 9150wa 15w ,a05a
702 DM™MMY YT MIRIPITTT 21W avn Py nRY mTp
10an DBINTT DX /ITIwr an7a oamexnn Y Swonnmn
DIV KT 102aN RWmw 93 ,/moyni YK mnm oxvnm Sw
0"27°¥n DIKR 9K 0M5YN MK M2 van 1% mm Mnaw
MM DW,MSYNRT YA PR DHNY MDY MY MK
72 N2 WK DAV NpTpITR 1712 1D N1YIMbNIpA
M™51 KT NYA=i12 19w, KW Ta5%1 MYy K THhyn 1K S
NKX 1IM2%1 021737 0IRWNS OAM MYY DR OpnY DY DX
nmr m%m 5953 omtowa oM Swoawpma v
NNKNA 17185 NI NPT N5Tn T Ty 1A uaea
NK TR 5v Swoanunk DR 0na L amnT MTWwIR R
;13 O%1Ya ThYY DK NADI KT 1277w IAKD [1annT
X7 “mobwa nad wnwn mwnmbie (pIxa 7veh”
DY 0yY 177 :215p5T TTava Xivnb wbK 3% noon
DMWY RITWD INWK 7YY S0 ax11 maw (32 'yl 19850 AT
TO1N N717A3173 IX N2IW™ DI VD IDDIBRIVIP NTMya
951p1n M2 127 72K ]XI DA .NORSP MW MmN Iy
e 1TIYOW AWK Sv1and 3mSR pTimm kb
Sw 10710 19K — 1B N3YND FNIR/ANIK TN0NT VY
om”d mHy/15Y 1Monn ,p™an MoabK VI NWVIYH NI
oy
778 5w 1mibyn nx nyn Sy mbyn mnmm o amay
W MY NK 05w [33 MY] (1976-1900 ,Molinier) r1717%1m
0"py , 07 w1 ,7M23 1M 12K DR D5Yn KITwD 1w

nmy5 or nman goxm Sw oSxen Kp1IT KT YW
MNP WA W K3 000 017K65 050N KT 199 NKT
NIV D3 231VN 1397 M8 DK 29YN 0K 19 apv T
,79770ORIT 10N 2WNAY VAT TI0Y KT TV AR LIBW
07512 25wn M My1% 15951 5157 INK MM Myynra P
5T oy inSwi Sw xky1-5yp K 79 Swoaminr, nnx
D1 ™D A% W 50 APV TIWN T MAdYNT 30
W N5 XIT NM N1IAANT Sw o omna abyna nwran
oW 7M™ 52 DN KIBK NRW KT 270 'K 1RKOW 32 19700
Wwnn RIT ) MWK 1900 MR 11 (00 1om 510
N {7227 7YY ORTW IMRA (JA0R KIT 019KRET TIva o
"5NoM DIYRDT VIS YA MmN 9 Sw BRIV Yo
°.INMN "1 1N OYY INYNE OV LPIIOT NK NRyn
9701 PN, NIVAWR prIYHRW KT 1900 ,AN1m 55571 1212
, 1M STAannw KK N12INT DX 110! (“ART Dw”) 0owh
"MRMp IR TWRT NTWPIATDT INTMK ]971) [RPRS (V10
moon 5w pnwn TMmn XA NIMa AWRT MAVY 1MA0Mm
(Mwsnm
P IR DMpNNRT 017K 91T BT W) ¥ 1R RIT
Tv1a Swomibyna mum 1% KA A P (v Swonond

AIwSd ndno mva bam nenb S ek 10

RITW 7233 70701 92373 1YY 1YY M3 KT Dmaw 5o
oy myy 177 :07D07 11K 519 11370 bwnb - nwr
15T X “58pn” KITWD 2¥7) 7231 12w [52 ‘1Y] 198271 1277
NK 9917 19783 ,1MIK 075yn 193 12 S nKS armnei
V¥INW MTINT WIBWYLA. 1A 55N KW, 1K1 Sya myy
713 Y9N W DR 1T Nwa 0mM KT LA D19¥NA (AR
A1 nmyy Ty N mkaS R -Swe R nx mwn’
Sy N k1P S0 wpan 15w oo 0MmMIbyna o aynmi
MW — M5 WA 2 09T Mapyn Sy1 "Snon Ton
257 N57no My KSR NP1 MM (PRY NTI0p

'2 TR NIM0P R0 N

M3 5w N3Iyna Nnpimn K3 1w w2187 NN 01%pKa
DIMPDAT TV AP0 ,7IRIDY M Sw DIan 1npnn
WA %Omn1 Hm nrrm 5w natonan nnen by
12713 VPO N KT P Sw S nwnw mib
OWOPL SW MDA OOIR KOK APRW MY NMIYIRTTIR
ANS1B MBIR MR ((TWYN MKS) 0172001 11 NX DUAONR
7777 qWRTa (MPTY) IMNPD MKW — 1T DY INyap
mToDNA 1513 — (Butler) "50XA NTYA N1t 07 ORI
LT AR DM NI A 59527, 0 Swonnanim xS
(performances) W ¥1¥"71 DK ,Myem »11-5y Namn
M1 Sw Mumb 1310 wnwn 15w 51250 TR WK QAT
ORI DIWN — MMYRwn 5w 1221700 ML DRy pwnm
T97wan NLWHIMT MI% THMA M2 AWIT TN WK
MWK 1A AKX NYPR Mynwn DA NI Awm DR
w1 Swoantyn - awn apread Mvm T KIBR IRA
T 7108mm 117015 TNEMm ML KIT WA ARIRY 183 50
1173% MY 37Yn Sw DmKNpIda DNUWwInT XK 2
©.ommp Dwem Ny Sw

121w 075N 1P YA TpnniT 1p18Y TMAw [ IRPRY pRT
15w N 1M 5w 1anca nwTmim aKkmMp yym T
NR WD TMID NPyl ,0Mawsa NMpY DY ArSIxIa oo
MR 121D N3 .M 5w pon , nivnwn 5ya mond ;19xom
M2 1% W W DR 119 500 DAY KOR Wnan i 12KS
m57o 0o N37YNa MYN - WK K 723 - BP0 93 D
X L("OIRDT N7 K 7D19KRDT 15 W Hw 121n3) ©19KDT DY
7 NIRYNR DIRD HYa 1K X X 127 Sw 1n102

Sw annm Sy vyn 25ynaS wr nxr anb awanb Mo
N1TIDY 9mpn mewS vyh Sw 1N MMa RPRD
DKIT ] MK 5y 001N Yyaw N Kt e 2185 . 1nKn
;1971 YW PIWRAT VPIMIRD NABIT DK ,TTMDT KRS 71915
MW 93 %W INWKIT MOMNT IR TYAT Dmns - aen

,M1M23T N1078N W wpma SXIwn 1015187 MaanT
SMm nwTIm A5 AT RE A5y v Ty pnid oIkl
SV TY1 73 ANMIT MK DDAK 2 1022077 X1 8071 N1wa

TN ADIPNA FT DINNA MY DY DIVISMT [

3 KT ,N17M DK Y 1K1 018 Swm Sw o nnan
1w 0517 1K 0PN, DY DTYRY NOAT NN AR T
MM MMPIRTTIR WWRN NPT NMNRAN TR 210
O7Mon YT KT NN DR MY T T 8ipn
D7OPL ,N1M Y 13N MM Sw wwn i MK Sy
W OMMIW 11N .NAYIM KT DNM0RAW M3 0T OMvIT
YT MIANDNT NKY 732 M9 ™Mpsdn NR 0™ 318
SV mMM yavw “mw mMmyn’ anng Tmuonin qoma
MpvupeS DMWRI NSVM DMWYV DY 1DIYN
IRWIN NX P71 KXY D1ADNT 0137YR ,NNRMoN 81PN N
ROKR T aponm mp1 MrervorTa m%1a nR prmn
MTMURIIIODT VTN AW YT MM DK MY Dp ™0 NK DA
vy nmTpna 5w mwav mvin R SwnY  nnbnnm
M2 9T vD M XOK MM AN oPwnK ounnb
YN KT Swnb /ORI AW Pt Mpba ANt Sw
M yap N L nrTnm vbwh awnS anbanw oo
7122103 KIDX T3 YT MW A0 m 1 onmar
oM SW LA LA 932 MY MO DY YT WP RN
Ratliahlyiyt
11151 1D0A PIB PN IMKY L NTIMa MR Sy v
MK TR A1 MD N3V KT AR 717277977 0175110 (1976™1)
OIMWT DRI [ OO DX 1YYS o vp o
MDANMT NR P KY KIBDXR 3712 wWr N1IMa DR (a5 M3
NAoINK PWNT MW (DIRT - MINDANAT DX O3 R9KR

30



33

126x126 ,127-11nY 01730 ,1986 ,Tayn

The Slave, 1986, b&w photograph, 126x126
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120x120 ,7127-nw
Study for Male and Female: Self-Portrait, the

English, 1987, b&w photograph, 120x120
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ca. 1930
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Jacob Mishori, Self-Portrait,
1984-85
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Right: Roger Fenton, Tankard and Fruit, 1860
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Left: Roger Fenton, Still Life with Statue, 1860
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Giorgione, Sleeping Venus, 1508
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Vanitas, 2005, color photograph, 100x100
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The Healing of T.: Self-Portrait with Zehava, 2006, color photograph, 190x160
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Before the Bookcase: Self-Portrait with Zehava, 1982, b&w photograph, diptych, 30x30 each unit

n7°n7 72 30x30 ,112°0a°T ,127-1NY D17X¥0 ,1982 ,nanT DY "NXY 171°T :07°13D0 11K 710

Before the Bookcase: Self-Portrait with Zehava, 1982, b&w photograph, diptych, 30x30 each unit

52



55

30x30 ,7127°11Np 017x0 ,1984 ,T11012 DY 7NXY 17177 :71XNN 12XD

Sabra: Self-Portrait with a Duck, 1984, b&w photograph, 30x30

30x30 ,127-71np 017X ,1985 ,1NKN DX
The Artist's Wife, 1985, b&w photograph, 30x30
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nT7°n7 73 30x30 ,112708°T ,127°1NY D17X¥0 ,1984 ,97127X DY "NXY 1i71°T

Self-Portrait with Arnulf, 1984, b&w photograph, diptych, 30x30 each unit

n7°n? 73 30x30 ,1127°09°T ,127°INY D17X0 ,1985 ,N? NI 1K 1717 T

Portrait of the Artist as a Lion, 1985, b&w photograph, diptych, 30x30 each unit
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:71agan

,N11NT Oy DXy 17177

T°n7 73 30x30 ,112°0A°TKI7 ,127°-1NY D17¥0 ,1987
The Doubt: Self-Portrait with Zehava, 1987, b&w photograph, quadriptych, 30x30 each unit
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n7°n? 73 30x30 ,112°08°T ,127°71NY 017X0 ,1983 ,n877'A DY DINT :02NT DY *AXY 17T

Self-Portrait with Zehava: Figure with Giraffe, 1983, b&w photograph, diptych, 30x30 each unit
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30x30 ,127-7Np D17X0 ,1986 ,1'XXTRY7 1NN :"p1717an"

"The Expulsion": Homage to Masaccio, 1986, b&w photograph, 30x30

30x30 ,127-71np 017¥n ,1986 ,D1AT1T711 1A107 n1INA L, "1IATEN XuNn" (0271 NANT DY 7RXY 17177

Self-Portrait with Zehava and Dana: "The Fall of Man," Homage to Hugo van der Goes, 1986,

b&w photograph, 30x30
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30x30 ,127-ny m7xn ,1989 ,73°7 1377797 nnnn :"T17°0 axyn" :1°n°n

Right: "Adoration of the Child": Homage to Filippo Lippi, 1989, b&w photograph, 30x30

30x30 ,7127-MnNy D17¥0 ,1987 ,Li7177 N?T7 NNIND :NNIYNN DY *DXY 17177 :7Knn
Left: Self-Portrait with My Family: Homage to Davy Crockett, 1987, b&w photograph, 30x30

30x30 ,127 Ny D17x¥n ,1989 ,1111y7 111172117 AN L, 701NN :NN3pnn 0y *RXy 17177 :1°0°Nn
Right: Self-Portrait with My Family: The Tent, Homage to Robinson Crusoe, 1989, b&w photograph, 30x30

30x30 ,7127-nNp 017X ,1990 ,0712 D??10XN 1NN DAY (0187780 :7Knwn
Left: The Championship: Saturday Afternoon at Home, 1990, b&w photograph, 30x30
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30x30 ,127 70y 017xn ,1991 ,nw?78 :nNaYNN Oy "NXY 171°T

Self-Portrait with My Family: Pieta, 1991, b&w photograph, 30x30

30x30 ,7127-Mny D17¥n ,1989 ,71A°1M7 aninn "y 1Ta" :nNapnn oy *nxy 1in’T

Self-Portrait with My Family: "The Sower," Homage to Van Gogh, 1989, b&w photograph, 30x30
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nT°n? 72 30x30 ,1127°037T ,127°11NY D17X¥0 ,1986 ,nb7axn
The Pinch, 1986, b&w photograph, diptych, 30x30 each unit
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30x40 ,yax o17xn ,2005 ,7T1n"717y ,07?10X0 INX Nap

Saturday Afternoon, Ein Hod, 2005, color photograph, 30x40

120x160 ,yax D17x¥n ,2004 ,n7221 017X N3 DY anT :71 'ny
P. 71: Zehava with a Red Flower at Home, 2004, color photograph, 120x160
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30x40 ,yax o17xn ,2005 ,y?7 ,N?11 N13 DY nanT

Zehava with a Flower at Home, Summer, 2005, color photograph, 30x40

120x160 ,yaX D17x¥n ,2008 ,0102 177 :73 'ny
P. 73: Orange Wall, 2008, color photograph, 120x160
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30x40 ,yax D17x¥n ,2004 ,y’7 ,n711 nanTt
Zehava at Home, Summer, 2004, color photograph, 30x40

120x160 ,yax D17x¥n ,2006 ,n171nN :75 'ny
P. 75: Sunflowers, 2006, color photograph, 120x160
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30x40 ,yax D17¥n ,2005 ,7x10118 ,'797y Oy nant

Zehava with Fog, Portugal, 2005, color photograph, 30x40

120x160 ,yaX D17xn ,2009 ,07°31X0 10,0708 70AX :77 'Ry
P. 77: Vase of Flowers, Mount Scopus, 2009, color photograph, 120x160
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30x40 ,yax D17xn ,2008 ,17712 ,719X 770 DY n1ann

Beholder with a Gray Bag, Berlin, 2008, color photograph, 30x40

120x160 ,yaX D17X¥n ,2009 ,n7?Tigw :79 'ny
P. 79: Almond Tree, 2009, color photograph, 120x160
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30x40 ,yax D17x¥n ,2005 ,T10°17yY ,13131 nanT

Zehava and Nofar, Ein Hod, 2005, color photograph, 30x40

120x160 ,yax D17x¥n ,2004 ,71AD N13 :81 'ny
P. 81: Purple Flower, 2004, color photograph, 120x160
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30x40 ,yax D17¥n ,2005 ,n71AD YW n¥I2N DY DanT

Zehava with a Purple Hairbrush, 2005, color photograph, 30x40

120x160 ,yaX D17x¥n ,2007 ,Nature Morte :83 'ny
P. 83: Nature Morte, 2007, color photograph, 120x160
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30x40 ,yax D17x¥n ,2005 ,9710 ,0721 07370 718701 yax

Paint and Anti-Lice Treatment at Home, Winter, 2005, color photograph, 30x40

120x160 ,yaX D17¥n ,2008 ,0103 yiz1 7y 1140 :85 'ny
P. 85: An Orange against Orange Background, 2008, color photograph, 120x160
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160x120 ,yax D17xn ,2008 ,1Tn °18 DY 071718 NTX]

Polish Vase with Citrus, 2008, color photograph, 160x120

160x120 ,yaX m17x¥n ,2005 ,n18
Flower, 2005, color photograph, 160x120
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120x110 ,yaX D17x¥n ,2008 ,nN11na NIAT
Figure at Rest, 2008, color photograph, 120x110

160x160 ,yaX D17¥0 ,2004 ,n213¥ NInT
Reclining Figure, 2004, color photograph, 160x160
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160x160 ,yax D17xn ,2003 ,70N1gK'A7 n1InNn :0nT

Figure: Homage to Giacometti, 2003, color photograph, 160x160

160x160 ,yax D17xn ,2008 ,n1n12 X'77
Untitled, 2008, color photograph, 160x160
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160x200 ,yax 017x¥n ,2007 ,10X111 OIX pINN D713

Narcissus Seeking His Reflection, 2007, color photograph, 160x200

160x200 ,yax D17x¥n ,2009 ,n7311 nnT

Falling Figure, 2009, color photograph, 160x200
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160x200 ,yax D17¥n ,2006 ,11NXN DIAT :0°27100

Those Who Go: Figure from Behind, 2006, color photograph, 160x200

160x200 ,yax D17¥n ,2006 ,11NXN DINT :0°27100

Those Who Go: Figure from Behind, 2006, color photograph, 160x200
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160x200 ,yax D17xn ,2008 ,D17D° T 71T
Discus Thrower, 2008, color photograph, 160x200

160x200 ,yax D17xn ,2008 ,072pI071T NAD 7y DInT

Figure on a Two Seater Sofa, 2008, color photograph, 160x200
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n7°n° 73 160x200 ,112703°T ,y1X D17X¥n ,2008 ,n1°X7N
Chrysanthemums, 2008, color photograph, diptych, 160x200 each unit
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Zehava and Nofar: Pietd, 2006, color photograph, 160x200
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Selected Collections and Acquisitions

Ministry of Foreign Affairs, Jerusalem; The Israel Museum, Jerusalem; Tel Aviv Museum of Art; The Jewish Museum,

New York; San Francisco Museum of Modern Art; International Museum of Photography at George Eastman House, Rochester

New York; The Museum of Fine Arts, Houston, Texas; Center for Creative Photography, University of Arizona, Tucson, Arizona:

Bibliothéque Nationale de France, Paris; Museum Ludwig, Cologne, Germany; National Museum of Photography, Copenhagen

Denmark; Museet Fotokunst, Odense, Denmark; Musée de la Photographie, Charleroi, Belgium; Museum of Photographic Arts

Kiyosato, Japan; private collections

Selected Prizes and Grants

1992

1997
1999
2002
2003
2008

America-Israel Cultural Foundation

The Enrique Kavlin Photography Prize, The Israel Museum, Jerusalem

Prize for the Completion of a Visual Art Work, Ministry of Education and Culture
Ministry of Education

The Research Foundation, Beit Berl College

Department for Cultural & Scientific Affairs, Ministry of Foreign Affairs
Israeli National Lottery Council for the Arts

Visual Art Department, Culture Administration, Ministry of Culture & Sport

Selected Publications

- Boaz
- Boaz
- Boaz
- Boaz
- Boaz
- Boaz

cat.,
- Boaz

- Boaz

Tal,
Tal,
Tal,
Tal,
Tal,
Tal,

"Essays on Photography," Zilumim - Magazine for Photography, 1-4 (1982-1983).

Contacts, Transparent Sea, artist's book ((Tel Aviv, 1991).

Contacts, Transparent Sea, artist's book, with an introduction by A.D. Coleman (Tel Aviv, 1992).
"We Taught Them to Look," Camera Obscura Magazine, (1997).

"Introduction," Reuven Kuperman (exh. cat., Ein Hod: Janco Dada Museum, 1997).

"The Journey Into the Zone of Breast Cancer," Putting Herself in the Mirror (exh.

Tel Aviv Museum of Art, 1998).

Tal,
Tal,

"It All Started with the Dialogue with Raffi Lavie," Studio Art Magazine, (June 2001).
"For the Time Being," Graduates of the Design School, Holon Institute of Technology, Holon (Holon: HIT, 2003).
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2004

2005

2006

Villa Cilimontana, Rome

Multimedia Culture Center, Milesi Palace, Split, Croatia

"Autobiography," Tallin Art Hall, Estonia

"Autobiography: The Dolente Duet," Imago Lucis Gallery, Porto, Portugal; curator: Anibal Lemos
"The Healing of T.," Gordon Gallery, Tel Aviv (catalogue; text: Ya'ara Shehori)

Selected Group Exhibitions

1980
1982
1984

1986

1987

1988

1990

1991
1992

1993

1994

1995

1996

"Photographs: Hamidrasha," Sof Hasdera Gallery, Tel Aviv

"Here and Now," The Israel Museum, Jerusalem; curator: Yigal Zalmona (catalogue)

"Spine L4 - L5," Camera Obscura Gallery, Tel Aviv

"A Pear and an Apple," Helena Rubinstein Pavilion, Tel Aviv Museum of Art; curator: Rachel Melzer-Shalita
(catalogue)

The First Israeli Photography Biennale, Museum of Art , Ein Harod: curators: Galia Bar Or, Avraham Eilat,
Avi Ganor, Micha Kirshner, Simcha Shirman (catalogue)

"Israeli Photography," Liberman & Saul Gallery, New York: curators: Margol Gutman, Avraham Eilat
"Israeli Photography," Lunds Konsthall, Sweden: curator: Nissan Perez (catalogue)

"Homage to a Family Album," Photography Department Gallery, Bezalel Academy of Art and Design, Jerusalem
"Skyline," Tel Aviv Museum of Art; curator: Micha Bar-Am (catalogue)

"Israeli Photography," Moment Gallery, Hamburg, Germany: curator: Moshe Zoref

"Works," Wrap Gallery, Tel Aviv

"Photography 1980s - Discovery and Invention," AIPAD, Basel, Switzerland

"The Museum as Collector," Tel Aviv Museum of Art

"Works in Progress," Stara Gallery, Warsaw, Poland

"Boaz Tal, Michal Rovner," Photogramme Gallery, Montreal, Canada

"Works in Progress," Architecture Academy, Venice, Italy

"Curators of Israeli Art," Sara Conforti Gallery, Tel Aviv (catalogue)

"The New Generation," Janco Dada Museum, Ein Hod

"Borderlines," Post Museum, Frankfurt, Germany

"In Search of the Father," Forum des Halles, Paris; curator: Viviane Esders (book; text: Viviane Esders, Henri Nafi)
"Collecting for the 21°t Century," The Jewish Museum, New York; curator: Susan Goodman

"Bilans Balans," Biala Gallery, Lublin, Poland

"Selections from the Permanent Collection," Center for Creative Photography, Tucson, Arizona

"V-Topia: Vision of a Virtual World," Edinburgh, Scotland

"90-70-90," Tel Aviv Museum of Art; curator: Rona Sela (catalogue)

"The Israel Pavilion," National Historical Museum, Bratislava, Slovakia

"Familiar Grounds," Montage Gallery, Derby, England

"Photography: Vehicle of Art," Bunkier Sztuki Gallery, Krakow, Poland (catalogue)

Limbus Gallery, Tel Aviv

1997

1998

1999

2000

2001

2002

2003

2004

2005

2006
2007
2008

2009

"10th Anniversary Exhibition," Museet for Fotokunst, Odense, Denmark

"Photo Yona," Museum of Israeli Art, Ramat Gan: curator: Meir Ahronson (catalogue; text: Meir Aharonson,
Roni Somek)

"0h Mama," Museum of Israeli Art, Ramat Gan: curators: Yehudit Metzkel and Hadara Shaplan-Katzav (catalogue)
"Vous avez dit familles," Mois de la Photo, Paris; curator: Jean-Luc Monterosso

"Putting Herself in the Mirror," Tel Aviv Museum of Art; curator: Batya Doner (catalogue; text: Batya Doner,
Danielle Knafo, Boaz Tal)

"Bamot: Israel 1948-1998," Judisches Museum, Vienna; curator: 0z Almog (catalogue; text: 0z Almog, Boaz Tal)
"Grosse Kunst Ausstellung," Messe Dusseldorf , Dusseldorf, Germany

"Time Frame: A Century of Photography in the Land of Israel," The Israel Museum, Jerusalem:

curator: Nissan Peretz (catalogue)

"Between the Mountain and the Sea," Haifa Museum of Art; curator: Yehudit Matzkel (catalogue; text:

Yehudit Matzkel, Alex Carmel, Dagan Mochly)

"The Changing Face of Family: Photography from the Collection of The Jewish Museum, The Jewish Museum,
New York; curator: Susan Goodman (catalogue)

"Korper, a Photographic Exploration of the Body - A Private View," Printgallery, London

"Men at Home," Kalisher Gallery, Tel Aviv; curator: Naomi Aviv (catalogue)

"Internal," Gordon Gallery, Tel Aviv

"Body is Required," permanent collection, Museet for Fotokunst, Odense, Denmark

"Revelation: Representation of Christ in Photography," The Israel Museum, Jerusalem;Hotel de Sully,Paris:
curator: Nissan Perez (catalogue)

"Images Against War," Lichtblick Gallery, Cologne: TU, Berlin;: L'Usine, Brussels

"Contemporary Israeli Photography: Three Generations," Tel Aviv Museum of Art; curator: Mordechai Omer (catalogue)
"About Taste," The Israel Museum, Jerusalem

"Family ," The New Gallery, Teddy Stadium, Jerusalem

"Self-Portrait with Camera," Gordon Gallery, Tel Aviv

"Water, Desire, Love", Museum of New Art, Parnu, Estonia

"Israeli Photographers Reflecting Their Own Image," The Genia Schriber University Art Gallery, Tel Aviv
University: curator: Mordechai Omer (catalogue)

"Detail," Gordon Gallery, Tel Aviv

"Homo Grandis Natu: Age," The Museum Center of the Russian State University of the Humanities, Moscow
"Laterna Magica: Metaphysical Light in Israeli Photography," Bat Yam Museum of Art

"Captured Moments", New Art Gallery, Kiryat Tivon

"My Own Body, Sixty Years of Israeli Art, the Third Decade: 1968-1978," Tel Aviv Museum of Art:; curator:
Mordechai Omer (catalogue: text: Mordchai Omer, Michal Heiman, Tamar Hermann)

"Check-Post, Art in Israel in the 1980s," Haifa Museum of Art; curator: Ilana Tenenbaum (catalogue; text:
Ilana Tenenbaum, Nissim Gal, Yael Gilat)

"Nature Morte," Danon Gallery, Tel Aviv

"All Israel are Brethren," The Social Gallery, Musrara, Jerusalem
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The Healing of T.

Zehava Tal

The body is the only real, verifiable form of being. It is the source
of joy and pleasure, of suffering and pain. It enables us to exist.
And yet our tendency is to ignore its presence, to camouflage
it.

This series is concerned with healing as an ongoing process.
Our family has had its share of bodily crises, with which we
have been coping with on a daily basis for many years. Illness
has always been part of our family life — the illnesses suffered by
our parents, our children, and now our own illnesses.

Yet here the point of departure is different — the story of
the healing of Tobit. And this is the story: Tobit, Tobias' father,
was blinded after dung from a swallow’s nest fell into his eye.
Convinced that his end was near, he asked his son Tobias to
assist him in carrying out life's tasks. His son, guided by the
angel Raphael, was able to provide his father with a cure and
restore his eyesight. Tal stages this scene in a manner that
alludes to Bernardo Strozzi's famous painting, while adjusting
it to fit the reality of our own lives: the recurrent reunification
of the entire family in order to care for a needy family member.
Is the scepter of caretaking transferred to the next generation?
Does this work express a longing for a lost sense of calm and
reassurance concerning the body's functioning? This is Tal's
point of departure for examining a range of bodily details and
power relations between different figures. This work emerges

out of the personal sphere, yet constitutes a test case that has

universal human implications, and which resonates in the

viewer's soul.

October 2006

Dr. Zehava Tal (1952-2006), lecturer and scholar in the fields of art
education and design. Head of the Education Studies unit, the Teachers
College of Technology, Tel Aviv, 2001-06. Taught at the Holon Institute of
Technology, at Bar Ilan University, and at the Schein Teachers' Seminary,
Petach Tikva.

Biographical Notes

Born in Tel Aviv, 1952
Lives and works in Jaffa and Ein Hod

1977
1978
1979-1992

2000

B.Sc. in mathematics, University of Haifa

Diploma, Film and Television Studies, Tel Aviv University

Studied photography, art history and art therapy at Hamidrasha Art Institute, Ramat Hasharon and Tel Aviv
University

Ph.D. in photography and art, New York University and Derby University, England

Selected Solo Exhibitions

1981
1986
1987

1989
1993

1994

1995

1996

1997

1999

2001

2002
2003

"In the Internal Circle of Light," Art Pavilion, Hayarkon Park, Tel Aviv

Lichtblick Gallery, Cologne, Germany

"Study of Male and Female," The Israel Museum, Jerusalem; curator: Nissan Perez (catalogue; text: Nissan Perez,
Marianne Fulton)

The Technological Center Gallery, Holon

Prague House of Photography, Prague

Fotofeis, Edinburgh, Scotland

Galeria Pusta, Katowice, Poland

Galeria Biala, Lublin, Poland

"Shelter Art," Shelter 1024, Tel Aviv

Museum Pinacoteca do Estado, Sdo Paulo, Brazil

Photo Gallery, Rochester Institute of Technology, New York

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

"Complex Relations," E1 Museo Universitario de la Universidad de Antioquia, Medellin, Colombia

"Allegory," Image Photographic Center, Aarhus, Denmark: curator: Saul Shapiro (catalogue)

"New Works - Retaining Offense," Kabri Gallery for Israeli Art, Kibbutz Kabri

"Allegory II," Gastatelier des Kulturamtes, Dusseldorf, Germany

"An Aspect of Breast Cancer," The Studio Gallery, Ra'anana: curator: Gabi Ben Zano, Boaz Tal

"Allegory / Allegro (Non Troppo) Works, 1978-2001," Tel Aviv Museum of Art; curator: Nili Goren (catalogue; text:
Mordechai Omer, Nili Goren, A.D. Coleman, Sylvie Fogiel-Bijaoui, Moshe Zuckermann, Golda Balass, Simon Kagan)
"Allegory / Allegro Non Troppo," Palais des Arts, Bratislava, Slovakia

"Allegory III," Municipal Museum, Ljubljana, Slovenia: Mestna Gallery, Ljubljana, Slovenia; Klovicevi Dvori
Gallery, Zagreb, Croatia

"Allegory III," Museet For FotoKunst, Odense, Denmark 108
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In this sense, lucidity involves both the removal of opaqueness
and a greater understanding or process of clarification -
what we could easily refer to as a form of "transparency.” In
this sense, I would like to suggest that what is at stake here
is a new form of photographic transparency; not the literal,
indexical, factual transparency 4 la Walton, but one which can
profoundly infiltrate appearances. Photographs characterized
by this form of transparency may pierce through, subvert and
convulse the reality in which they originated. A photographic
state of affairs which overtime has come to resemble a
metaphorical straightjacket may thus be liberated, expanded
upon and transcended.” In the case of still-life photographs,
their evidential power buttresses their luminosity; it does not
impede their ability to elucidate or penetrate reality.

In Why Photography Matters as Art as Never Before, Michael
Fried presents the following profound argument: "Here let
me go just a step further and suggest that photography so
understood may be thought of as an ontological medium, which
is also to say that the particular bodies of work I have been
discussing not only are illuminated by ontological thought but
themselves make a positive contribution to such thought, or at
any rate to the further understanding — the elaboration, even the
deepening — of the philosophical texts in question."* This
statement may serve as the first step towards demarcating a
paradigm shift in our attitude towards photography. We must
examine the ways in which photography — as Fried argues — not
only parallels philosophy in its ability to profoundly explore
the meaning of things, but also — in its modest way — may
improve on it. This is, indeed, a startling revelation. I believe
that photography’s great advantage lies in its ability to relate

ontological and philosophical reflections to our everyday

environments and most common daily experiences. In place
of simply looking at the overlooked, as Bryson suggests,
we can explore the ways in which photography allows for a
more comprehensive form of perception, contemplation and
elucidation regarding issues that would otherwise escape
our attention. Rather than thinking about photographic
transparency in the familiar sense of this term, we should
embrace photography’s ability to "transparize.” As is revealed
by many of Boaz Tal's still lifes, as well as by his larger body
of work, we must contemplate the issue of "photographic
transparization” — and ask ourselves whether what is at stake

here may well be photography’s most profound attribute.

Dr. Shlomo Lee Abrahmov is an artist and scholar whose areas of interest
include the history of art, photography and visual culture. He currently
lectures at the Holon Institute of Technology and at the Shenkar College
of Engineering and Design. His research centers on the theoretical aspects
of photography and its relationship to visual literacy and visual culture. A
chapter of his study, titled "Media Literacy: Reading and Writing Images in
a Digital Age," was published in Educating Artists for the Future, edited by
Mel Alexenberg (Intellect Publishing, UK, 2008).

1. See Michael Fried, "Barthes's Punctum," Critical Inquiry, 31:3
(Spring 2005), pp. $39-574.

2. Norman Bryson, Looking at the Overlooked: Four Essays on Still Life
Painting (Cambrige, MA: Harvard University Press, Essays in Art
and Culture, 1990).

3. The terms rophography and megalograpy were initially coined by
Charles Sterling. See Charles Sterling, Still Life Painting: From
Antiquity to the Twentieth Century (New York: Icon, 1982).

4. The personal information concerning Tal's work is based on
conversations with the author in Tel Aviv, July 2009.

S.  Jean Baudrillard, Selected Writings, ed. Mark Poster (Stanford, CA:
Stanford University Press, 1988), pp.166-184.

6.  See Shlomo Lee Abrahmov, "Media Literacy: Reading and Writing
Images in a Digital Age," in Mel Alexenberg (ed.), Educating Artists
for the Future: Learning at the Intersections of Art, Science, Technology,
and Culture (Bristol: Intellect Books, 2008).

7. Kendall Walton, "Transparent Pictures: On the Nature of
Photographic Realism," Critical Inquiry, 11:2 (December 1984),
pp- 246-276.

8.  SeeRolland Barthes, Camera Lucida, trans. Richard Howard (New
York: Noonday Press, 1981).

9.  DPierre Bourdieu, "The Social Definition of Photography," Photography:
a Middlebrow Art (London: Polity Press, 1990), pp. 73-98.

10. Rosalind Krauss, "The Photographic Condition of Surrealism," The
Originality of the Avant-Garde and Other Modernist Myths
(Cambridge, MA: MIT Press, 1986), p. 115.

11.  Jonathan Friday, "Demonic Curiosity and the Aesthetics of
Documentary Photography,” The British Journal of Aesthetics, 40:3
(Fall 2000), pp. 356-375.

12.  Shlomo Lee Abrahmov, Integrating a Theoretical Layer into Practical
Photography Instruction, PhD thesis, Faculty of Education, Anglia
Ruskin University, UK, 2006.

13.
14.

1S.

16.

17.

18.

19.

See Abrahmoyv, f.n. 6 above.

In Israel, the concern with "art photography" began ca. 1977, when
both photographers and those involved in the discourse on
photography had to confront significant resistance to the acceptance
of photography as a legitimate art medium. The strategies employed
by Boaz Tal and discussed in this article must thus also be
considered in this context.

Carolyn Korsmeyer, Making Sense of Taste: Food and Philosophy
(Ithaca, NY: Cornell University Press, 1999).

See, for instance, Adriaen van Utrecht's Vanitas with Bouquet and
Skull (1642): upload.wikimedia.org/wikipedia/commons/7/77/
adriaen_van_Utrecht-Vanitas

Barthes, see f.n. 8 above.

This in contrast to Barthes’s assertion that the photograph cannot be
penetrated. See f.n. 8 above, ibid., p.106.

Michael Fried, Why Photography Matters as Art as Never Before (New
Haven, CT: Yale University Press, 2008), p. 347.
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namely, the limited scope of individual human endeavors. We
may thus argue that rhopography is the ontological raison
d'étre underlying still-lifes representations in both painting and
photography.

A number of these concerns surface in Boaz Tal's Vase and
Flowers (1993) [p. 45]. The initial motivation for the creation
of this work, which was photographed in Venice, was the
mysterious quality of the light, which is reminiscent of the
"Venetian light" in certain Renaissance paintings. According
to Tal, this "Venetian light" simulates the quality of light in
churches and cathedrals.* The subtle warmth of this charged
light, with the numerous narrative possibilities it contains,
may be identified on the horizon of Giorgione's Sleeping Venus
(1508) [p. 4S]. In Tal's Vase and Flowers it acts as a metaphor
both for seeing and for visionary insight — a metaphor attributed
by Bryson to the chiaroscuro effects in Zurbaran's Still Life with
Lemons, Oranges and Rose.

Turning to the vase itself, one notices that its luminescence
underscores its hollowness and emptiness. Its non-functional
character (due to its emptiness) has further implications related
to the surface thatlies beneath it, and which is covered with flatly
painted flowers. These flowers call to mind Jean Baudrillard’s
writing on the simulacrum, reminding us of one of its main
attributes: "The simulacrum is never that which conceals the
truth — it is the truth which conceals that there is none."s

The simulacras of our age lead us to experience a profound
sense of emptiness, a feeling of loneliness that stems from the
uncertainty of whether what we are perceiving is real (i.e., alive
like us) or simulated (lifeless). The oblique gaze in Vase and
Flowers alludes to the presence of a viewer or witness involved

in the creation of the photograph. In this manner, a human

presence is made to engage with the rest of the signifying
objects in this photograph. We thus arrive at the conceptual
level of the image,® which reveals itself to be a profound
reflection on the sense of emptiness we face in contemporary
society — an emptiness that is contrasted with a hope-filled,
life-affirming light. The photograph thus portrays a complex
dilemma, while simultaneously pointing to the ephemeral
status of what is captured in it — for the empty vase may one
day be filled again. The light here also serves to allude to the
past, and to the vicissitudes of history — which sometimes
culminate with some form of resolution or acceptance. Finally,
the status of still life representations as meditations on culture
and society is represented by the vase’s reflection in the mirror
seen in the background. This detail, which Vase and Flowers
shares with Fenton’s Still Life with Statue, also addresses the
relations between foreground and background, both literally
and figuratively.

The notion of "photographic transparency" is an overriding
concern in Boaz Tal's oeuvre. This idea was developed by
Kendall Walton, who stated that there is no difference between
the way we perceive a photograph and the way we perceive
its referent.” This lack of differentiation is directly related to
the indexical-factual relationship between the photograph
and its referent or to their adhesiveness,® and to the culturally
prevalent approach that identifies photography as a truthful
conveyer of factual information. Indeed, as Pierre Bourdieu has
noted, our culture rejects photographs that cannot be related to
a practical function, rather than thinking of them as conveyors
of allegorical and transcendental meanings.’

The attempt to counter the notion of photographic

transparency is related to the concept of spacing, which

was outlined by Rosalind Krauss in her discussion of
Surrealist photography. A gap between what is seen and
what is understood is one of the chief attributes of spacing,
which is defined by Krauss as an "indication of a break in
the simultaneous experience of the real" and as a means of
interpretation or signification.'® Yet defining this particular
photographic situation as "spacing” does not necessarily point
to its attributes, which have to do with the rupturing of the
linear connection between the photograph and its referent; in
many cases, it is the details missing from the photograph that
contribute to its greater "constructed signification,” or to what
Jonathan Friday has termed its "imaginative transfiguration.""!
Given this problematic shift, I have coined a Hebrew term to
approximate the English "spacing,” and have introduced it into
Israeli academic discourse.'” The mechanism of visual spacing
in photographs operates in the following manner: an observed
lacuna generates an ambivalent meaning, which compels the
viewer to respond independently and to probe the powerful,
unique and polysemous character of the image before him.

The presence of spacing is easily observed in Allegory of
Spring: Homage to Botticelli (1997) [p. 46], alongside another
strategy that frequently appears in Tal's work, and which
is directly tied to the effort to counter photographic
transparency. Much like visual spacing, this strategy is based
on a disengagement from the particulars of the photograph in
two different manners: the first involves alluding to familiar
paintings from the history of art by means of the photograph's
title'* — thus creating a form of intertextuality that constrains
us to reflect on forms of meaning that exceed the immediate
sphere of observed phenomena. The second strategy (which

touches upon the history of still-life representations) consists

of recontextualizing the photographed objects by hinting at
their reduced functionality — as is the case with the empty vase
in Vase and Flowers or with the rotting, clearly inedible pears in
Vanitas (2005) [p. 47].1

The title of the photograph Vanitas alludes to a genre of still
life paintings which exemplify the connection between the visual
and the moral. According to Carolyn Korsmeyer,' the objects
portrayed in these paintings underscore the insignificance and
futility of the human endeavor.'® The representation of food,
in this context, does not lead to a glorification of the appetite
or of the objects' culinary vitality; rather, it is subjected to a
process of sublimation through which the "base," physical,
earthly sensation of hunger is transcended into a sublime form
of longing. From this perspective, the pears in Tal's Vanitas
similarly allude to a form of transcendence. Their putrefaction
is not a metaphor for decay, but rather an expression of
longing for something eternal that exists beyond the sphere of
our ephemeral existence. A similar reflection on food and its
relationship to life may be observed in Fenton’s Spoils of Wood
and Stream (1859) [p. 48].

Like Fenton’s photograph, Tal's Vanitas captures a moment
of silence, in which what is observed serves as a visual catalyst
for insightful reflections. These reflections gently compel us
to come to terms with the fragile and ephemeral nature of our
existence — since here, in contrast to our everyday environment,
our gaze is fixed. In both cases, the factual nature of the
photographs amplifies the immediacy of the human presence
in a manner whose power exceeds that of similar paintings.

Camera Lucida, the title of Barthe's book on photography,
refers to a significant ontological attribute of photographs."”

The dictionary defines "lucid" as "suffused with light, luminous."
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Dan Bar-On, "Introduction,” The "Others” Within Us: Changes in the
Israeli Identity from a Psychosocial Perspective (Beer Sheva: Ben
Gurion University of the Negev, 1999), p. 1 [Hebrew].

Ibid, p. 6.

See: Catherine A. Lutz, Unnatural Emotions: Everyday Sentiments on
a Micronesian Atoll and Their Challenge to Western Theory (Chicago:
The University of Chicago Press, 1988), p. S.

See: Ofer Antebi and Carmit Dahary, "Combat Profile," cat. Uniform
Ltd.: Soldier Representations in Contemporary Israeli Art (Beer Sheva:
Ben Gurion University of the Negev, 2004), pp. 94-99.

Rona Sela, "Introduction,” cat. Six Days Plus Forty Years, trans. Ilona
Merber (Petach Tikva Museum of Art, 2007), pp. 15-16 [Hebrew];
146-142 [English abstract].

Tbid., p. 14.

The exhibition delved into the fluidity of gender boundaries. It

was curated by Tami Katz-Freiman and Tamar El-Or and staged at
the Museum of Art, Ein Harod.

For an elaboration on the subject, see: Tal Dekel, "The Quantum
Leap: From First-Wave to Third-Wave Feminist Art in Israel," Israel
Studies (February 2010, forthcoming).

The term "subaltern” was borrowed from: Gayatri Chakravorty
Spivak, "Can the Subaltern Speak?" in Nelson and L. Grossberg
(eds), Marxism and the Interpretation of Culture (Urbana: Illinois
University Press, 1988), pp. 271-313.

See: Tal Dekel, "Center-Periphery Relations: Women's Art in Israel
during the 1970s, the Case of Miriam Sharon," Consciousness,
Literature, and the Arts, 8:3 (December 2007); Idem, "Rediscovering
Feminism in Israeli Art: New Aspects of Pamela Levy's Early Work,"

Hagar: Studies in Culture, Polity and Identities, 7:2 (December 2007).

Leslie Fiedler, "The New Mutants", Partisan Review (Fall 1965).
Camp is a means by which rigid patriarchal functions may be
challenged and ridiculed; for an elaboration on the subject, see:
Esther Newton, Mother Camp: Female Impersonators in America
(Saddle River, NJ: Prentice Hall, 1972).

Susan Sontag, "Notes on Camp" [1964], Against Interpretation and
Other Essays (New York: Farrar, Straus and Giroux, 1986), p. 280.
This outburst accompanied the beginnings of the Feminist
Movement in the 19th century, the activity of the suffragists in

the beginning of the 20th century, and the enhanced status of the
"new woman" in the 1920s. One of the first female artists to present
herself by fluid gender identity was photographer Claude Cahun;

46.

see: Whitney Chadwick and Tirza True Latimer (eds.), The Modern
Woman Revisited: Paris Between the Wars (New Brunswick, NJ:
Rutgers UP, 2003).

At the same time, one ought to put forth the reservation that despite
the Popish facet of their work (especially that of Mishori), true Pop
Art never became naturalized in Israel, much like cultural
movements such as the Beatniks and Hippies, hence the use of the
term "ripple-effect.”

If Not Now, When: Beyond Indexical Transparency

in Boaz Tal's Still Lifes

Shlomo Lee Abrahmov

This article will focus on what makes still lifes a particularly
poignant subject in the context of contemporary photographic
discourse. I will elaborate on the connection of Boaz Tal’s
still-life photographs to historical still-life paintings and
photographs, reexamine the concept of spacing, and conclude
with the following argument: rather than concerning ourselves
with "photographic transparency,” we need to adopt a new
stance regarding the ability of photographs to elucidate or
penetrate reality — an ability that I suggest we could describe by
using the term "photographic transparization.”

Still lifes were one of the first subjects examined by
photographers. Ranging from Daguerre's earliest photographs
to the stunningstill lifes captured by Roger Fenton or the precise
arrangements staged by Henri Le Secq, still life images revealed
how photographs could "speak” in a manner that exceeded
their mechanical and seemingly banal origins. An examination
of Fenton's Still Life with Statue (1860), or Tankard and Fruit
(1860) [p. 43], reveals that these photographs are not simply
concerned with successful compositional arrangements or
exquisite visual details. Their significance lies in their ability to
reflect and act as signifiers for the society and culture in which
they were created.

It could be argued that the still-life genre's goal is to penetrate
beneath the surface of the depicted objects and subvert their

physical appearance. In doing so, still lifes can engage in a

philosophical, or even a metaphysical, dialogue with reality.
This argument may be supported by paintings such as Cezanne's
still lifes, or Zurbaran's Still Life with Lemons, Oranges and Rose
(1633) [p. 44]. Fenton's still lifes reveal a striking duality in
terms of the interaction between organic and non-organic
objects, natural artefacts (such as exotic fruits) and manmade
ones. The conflation between them seems to render the
organic objects artificial, transforming them into the distilled
artefacts of the photographic action." On a more abstract level,
this interaction alludes to the interaction between nature and
culture, a theme that remains highly relevant to contemporary
society.

In his fascinating book Looking at the Overlooked,
Norman Bryson has made an important observation concerning
the 'rhopographical’ nature of still-life representations.?
"Rhopography” relates to the portrayal of seemingly insignificant
objects — the kind of basic, mundane objects that surround
us in our daily environments. In contrast to "megalography,"
which is concerned with "importance” and the representation
of greatness, the humbleness of rhopography is in fact deeply
profound, exploring as it does the basic existential dilemma
that preoccupies every human being when divested of the
accoutrements of grandeur or self-importance. In this sense,
a meaningful transformation occurs as such "meaningless"

objects are related to refined and exalted existential themes -
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Miriam Sharon*'—yet their works were of quintessentially
feminist-essentialist character. This state of affairs changed
only during the 1990s, with the advent of the post-modern
paradigms, in the work of artists such as Alona Friedberg and
Limor Orenstein, whose video pieces present images of gender
fluidity and toy with gender roles.

The "new masculinity” tendencies in Israel display a certain
belated ripple effect of inclinations that have arrived here from
overseas, such as the crisis of masculinity diagnosed by Leslie
Fiedler back in 1965 in a controversial essay.** The crisis of
masculinity, Fiedler argued, began to take shape in the 1960s
in the hippie clothing culture, which blurred the familiar male
appearance in favor of a more androgynous look. Artists such
as David Bowie and Andy Warhol, inspired an entire generation
with self-representations of rock glamour with a penchant for
camp,*® which was defined by Susan Sontag as an attempt to
live life on a theatrical stage.** This tendency, which embedded
a distinctive political dimension, paved the way to perusing
the boundaries of masculinity by male artists who, in this field,
lagged behind groundbreaking female artists who had already
begun this in the 1920s.#

These foreign tendencies, alongside the growing
legitimization of gay and queer manifestations, influenced a
limited group of heterosexual artists in Israel, among them
Jacob Mishori [see Self-Portrait (1984-85), p. 39], Motti
Mizrachi [see Dvar Hashavua: Our Man in Venice (1988), p. 40],
Yehuda Porbuchrai [see Self-Portrait (1980), p. 40], and Boaz
Tal, who already in the 1980s engaged in artistic experiments
involving masquerading and makeup. These artists gave the cue
for challenging the boundaries of gender definitions.** Among

the aforementioned artists, however, only Tal persisted in this

move with great commitment over many years. His brave and
unbiased exploration has spawned an especially fascinating
body of work, revealing profound insights on issues of identity

and gender.

Tal's artistic project in the years discussed here indeed centered
on private issues of couplehood and family, yet it may be
projected onto marginal groups in society and in fields which do
not obey the rigid, binary, hegemonic codes of culture. Further
insights arising from Tal's work pertain to social phenomena
which gradually become more prevalent, such as new
perceptions of the family institution following the escalation
in divorce, single-parent and same sex families, changes in the
perception of fatherhood, etc. In his photographic enterprise,
Tal examines the elusive components of the self time and again.
In some of the photographs he endeavors to leave the issue
of gender deliberately open, whereas in others he strives to
identify and fix an elusive rudimentary formula defining the
"masculine” and the "feminine," only to melt them into a single,
hybrid body: BoaZehava.

Dr. Tal Dekel, researcher of modern and contemporary art, teaches in
the Women and Gender Studies Program, Tel Aviv University, and at the
Midrasha School of Art, Beit Berl Academic College. Her academic work
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epistemological gap in it that threatens to undo the national
and sexual authority on which Israeli identity is based.?®
Zionism, Yosef goes on to argue, was not only a political and
ideological project, but also a project aimed at defining identity,
including sexual identity. The creation of a nation like all other
nations from the Jewish anomaly required sexual redemption
and normalization of the diasporic Jewish male body, which
was presented in fin-de-siécle anti-Semitic scientific-medical
discourse as a degenerated manifestation of disease, passivity,
madness, sexual perversity, homosexuality, and femininity. This
pathologization of the Jewish male body had also entered the
discourse of Jewish thinkers and ideologues. It is in this context
that one should understand the desire of the Zionist Movement
to erect a "Jewry of Muscles” comprising robust, healthy, native-
born sabras based on the Aryan model, manual laborers who till
their land, active subjects ready to fight their enemies.”

Yosef's study exposes how the heterosexual subject's fear of
the desire and memories elicited in him by queer masculinity
undermines the foundations of his monolithic identity, makes
him feel his gender fluidity, even estranged from himself,
thus illustrating the need for the other. Homi K. Bhabha's
theory contributes further insights to this matter through his
discussion of another "state of hybridity"—a mix of repulsion
and attraction, fear and desire, characterizing colonizer-
colonized, or master-subaltern, relationships.3® One way to
deal with this instable "state of hybridity" is the demand of the
subaltern—such as Mizrahi men—to imitate the norms of the
hegemony, for example by indoctrination of military culture,
or via interethnic marriage, which have led to stabilization
of a given, uniform male image, on- and off-screen.*’ With

the decline of the Zionist ethos, this image has ceased to be

an exclusive option. The advent of new paradigms opened a
new, diverse range of possibilities also for the definition of
"manliness” in Israeli society.

Dan Bar-On analyzes such processes of identity
construction using a psychosocial approach, distinguishing
between two major channels: construction of identity through
the other, and construction of identity through internal
dialogue or symposium among the various components of
identity.3* The latter channel is more intricate and advanced
than the former, ultimately leading to the constitution of
identity which does not require the other for its definition, and
it characterizes the disintegration of monolithic Israeli identity,
which has drawn the self and the other in black-and-white—
be it an external other (such as the Arab) or an internal other
(such as the Mizrahi or diasporic Jew). In the course of this
process, the voice of the Mizrahi began to be heard, and cracks
developed in the hegemonic picture of the view, in continuation
of understanding parts of our self as "others” within us.
Highlighting the oppositions bustling within the self produced
an intricate world view replete with internal contradictions,
often perceived as "weak," generating a pendulum movement
of violent backlash in the form of the phenomenon of new
fundamentalism in Israel and the world; ultimately, however,
society advances toward becoming accepting of others,
assimilating its various parts in a rich and variegated tapestry.>

Still, it is obviously impossible to discuss the body and its
images independent of the emotions involved in the body and
its experience, and these are not "natural” and "universal,” but
rather acquired and shaped by the dialogue with the systems
of power relations in culture* The discourse of emotion

can establish, reinforce, or alternatively challenge traditional

gender roles. This is what happened to the ethos of the valorous
soldier and to hegemonic Israeli masculinity which were
gradually cracked and challenged after the rift caused by the
Yom Kippur (1973) War, and during the first elective war, the
first Lebanon War, in 1982. Already in the 1970s, however, the
face of the IDF changed when new groups—mainly nationalist-
Orthodox Jews, Mizrahi Jews, Druze, and Bedouin—deepened
their participation in it, and in the 1990s they were joined by
immigrants from Ethiopia and the FSU. Today's soldier differs
from the fighting "Sabra" of the state's nascent days and from
the soldier of the 1950s and 1960s, and the old values of the
military system—collectivism, asceticism, obedience, and
machoism—are likewise no longer congruent with the social
diversity and the education for liberalism and individualism.?®
The image of the Israeli man has thus changed with the
decline of the old militarism and in response to the Israeli-
Palestinian conflict and the ongoing occupation, which
began to leave its imprint on Israeli society, providing an
alternative image of the "new man." Rona Sela's 2007 study, for
example, indicates the link between visual culture as a whole
(photography in particular) and such social processes. Sela
shows how in the past, photography was made to serve the
national-Zionist ideology and was harnessed to assist in the
creation of a homogenous, mobilized Israeli society, with the
public sphere infiltrating the private sphere’*—whereas since
the 1970s one may identify homogeneity-breaking changes
in visual art, as well as in the voices of the new historians
and sociologists, scholars, thinkers and intellectuals, who
undermined the formative myths of Zionism, and mainly those
of the 1948 War.?” The phenomenon of "new masculinity” is

also linked to the gradual naturalization in Israel of the ideas

of the feminist movement since the 1970s. In the field of art, a
significant discourse on themes of gender and feminism, only
flourished here in the early 1990s—e.g. in the exhibition "Meta-
Sex 94: Identity, Body, and Sexuality” staged in 19943 —yet its
historical progression cannot be understood as independent of
the unique and anomalous chronicles of local culture. Much
like the false ethos of "equality between the sexes" of the Yishuv
period,* "the second wave feminism" in the 1970s too did not
carry a conceptual or institutional change in Israel as it did
overseas. Nevertheless, first signs of engagement with themes
pertaining to gender and feminism infiltrated the art discourse,
prompting several artists to create in this fascinating spirit.

Tal's photographs, discussed here, were created, as aforesaid,
in the 1980s, on the line between two periods—modern and
post-modern. Tal is a pioneer who helped pave the way for a
new generation of young artists, among them Guy Ben-Ner,
who unremittingly explores with ironic compassion the figure
of the "new man" and his role as a father in the family institution;
Adi Nes, who inserts homoerotic images into military settings
and various social peripheries; or Erez Israeli, who introduces
new angles for observation of the local lexicon of bereavement
symbols.

In parenthesis, it is interesting to note that female artists in
1980s Israel did not usually feel the urge to engage in a practice
of gender masquerading in their work, as did male artists or
their colleagues abroad. Being a "subaltern" sector in society,*
these women may have deemed it pointless to identify with the
"oppressor”; this is especially true in the Israeli context, which is
aggressive-militaristic by nature. In the "second wave feminism"
in the 1970s, only select artists sensitive to the subject engaged
in it—among them Yocheved Weinfeld, Pamela Levy, and
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the English (1987) [p. 35], Talis seen kneeling in his underwear
which clearly show his testicles and male sexual organ. At
the same time, he attaches plastic female breasts to his chest.
The breasts, however, are not presented as an organic part of
his body, and he does not try to trick the viewers or convince
them of their realness, for they are discernibly artificial. He
does not try to pass as a woman, but rather performs an amused
subversive act, a humorous proposal offered to viewers, as an
invitation to embark with him on a journey into the depths of
his hybrid soul in the spirit of Homi K. Bhabha who coined the
term "state of hybridity" to define an identity which is never
monolithic, but rather complex and ambivalent, volatile and
fluid." The hybrid discourse, Bhabha argued, wishes to discuss
intermediate states, the assumption that the binary categories
limit and even castrate the cultural possibilities, whereas
hybrid passion is positive in that it opens the door to resistance
and creativity, empowering the subject, furnishing him with
channels of speech and existence in the world.

Tal's photographs often deviate toward the grotesque. In
her book On the Grotesque Body: A Philosophical Inquiry on
Bakhtin, Merleau-Ponty, and Other Thinkers, Sara Cohen Shabot
defines the grotesque as "deformation, distortion, inversion of
the familiar order ... The major goal of the grotesque work is
to invoke in the viewer a sense of 'order switching,' of paradox,
of 'alienation,’ spawned by the blending of categories ... The
grotesque is a hybrid, inconsistent even in its hybrid qualities:
it cannot be conclusively or unequivocally defined.”® In other
words, the grotesque is blurred and anomalous, by nature. It
enables definition of that which is not defined by itself, thereby
recalling Derrida’s principle of différance. The obscurity of the

grotesque is not homogenous—it is obscurity in the sense

of "elimination of all difference,” a type of homogenous mass
whose details cannot be discerned, since everything in it is
"the same." The grotesque is blurred because of its multiplicity,
because of the inability to identify in it one solid identity. It is
a blurring of boundaries between categories and types, while
preserving the private, different, differentiated, namely—a
paradoxical existence which is incongruent with systems based
on binary oppositions. The grotesque thus relates to the body,
to the modification of bodies, and to their different forms of
contact and communication with other bodies, and in relation
to the reality around them—and these are always bodies in flux,
ready to be deformed, metamorphosed, transformed.

The grotesque dimension in Tal's works is especially
congruent with his photographic project, which conveys
profound identification with his partner and daughters, for the
hybrid-grotesque leads to blurring of differences between the
heterogeneous worlds contained therein, at times to the point
of total collapse of one into the other?' In Study for Male and
Female in the Closet (1986) [p. 36] one may note this boundless
intersubjectivity in the constant interrelations between subjects
the boundaries of whose identity are not clearly differentiated,
in physical relations of blending which seem to breach the
boundaries between them completely.

The grotesque enfolds an antithetical, double element
of rejection and attraction since the blurring of boundaries
undermines the boundaries of the subject observing it—but at
the same time, observation of the grotesque, the "freak,” may
be consoling in that it affirms the non-monstrous, "normal,”
unequivocal identity of the beholder. This is why freak shows
are so prevalent in our world, in carnivals and circuses: liminal

spaces which make for interaction with the deviant as long

as he is delimited by clearly defined boundaries.”* Against
this backdrop one may introduce yet another reading of
Tal's works, antithetical to the one proposed above: instead
of a Narcissistic identification with the photographic image
discernible in the works—e.g. a man with plastic woman's
breasts—it may concern an attraction to the deviant which
contains a self-definition by way of negation, perhaps a need to
be entirely differentiated from this anomaly naturally nestling
within us.

The grotesque is a key concept in Mikhail Bakhtin's theory

123—a subversive, border-

and his discussion of the carniva
blurring event, primarily because it eliminates the distance
and distinction between "actors” and "spectators” determined
by various establishments, such as the church, as a means to
enforce the truths and order they seek to perpetuate.** Bakhtin
emphasizes the blurring, grotesque aspect of the carnival, its
being a representative of a free world which releases itself from
rigid hierarchies and a paradigm of the dynamic reality and the
ever changing world. In this spirit one may say that Tal's works
repeatedly incorporate carnival-like elements which undermine

the "proper order."

II

Several prominent critics in the field of visual culture—among
them Paul Williams, Peter Lehman, and Dennis Bingham—
discussed the image of the male body in Western culture
based on feminist theories such as that of Laura Mulvey, who
theorized that the sadistic nature of the cinematic gaze generates
visual pleasure for the male viewer. The usual object of visual

pleasure in Hollywood cinema is the woman, and when a

man assumes her role as the object of erotic objectification—
this can be threatening for the normative subject. Therefore,
cinema scholar Raz Yosef maintains, such manifestations in
contemporary cinema emerge in scenes portraying "physical
destruction of the male body through beating or mutilation,"
when the objectification of the male body linked to the sadist
gaze is ostensibly balanced by the bodily destruction linked
to masochistic pleasure®® This thesis may serve us in the
discussion of tangential fields, such as photography, to indicate
that masochistic mutilation often appears in Tal's work as well
(such as the act of symbolic castration which the artist forces
upon himself), and the image introduced in them certainly
contains such duality between homoerotic implications and
their contradiction by means of mutilation.

Here one ought to linger on the local-historical context in
which Tal's work is rooted. According to Ilana Tenenbaum,
in the 1980s male artists began exploring, for the first time,
the boundaries between the sexes by way of gender fluidity
and playfulness.?® This process was made possible against the
backdrop of the disintegration of the Zionist ethos in those
years, which involved the breakdown of the masculine image
of the "pioneer,” paving the way to post-modern and even post-
Zionist alternatives. Raz Yosef, in his book,*” focuses on the
way in which national-heterosexual masculinity in Israel was
constituted via cinematic images, concurrent with attempts at
exclusion, policing, and normalization of queer manifestations,
maintaining that heterosexual Israeli masculinity—phallic-
Zionist masculinity, as he calls it—cannot imagine itself apart
from the racialized, sexual, and excluded "others" from whom
it exerted to differentiate itself. The hegemonic subject’s denial

of the other occurs within normative masculinity, opening an
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which are not biological essences, but rather symbolic positions
and an obligatory component of human subjectivity."?

The medium of photography is an apt space for self-
exploration, and especially—for exploration of sexuality
and gender boundaries. Photography, the foremost means of
mechanical reproduction, was invented in the 19th century. It
is—as Jennifer Blessing reminds us—a quintessential product
of the Enlightenment and its exaltation of the individual.
The rise of mythologies of the self in modernity, in the figure
of psychoanalysis and the capitalistic ethos, Blessing adds,
coincides with the elaboration of the technological means
enabling its promotion and representation.'® Interestingly, most
of the self-portraits in Tal's series discussed here are typified by
"directly addressing” the viewers: the photographed subject's
gaze is turned towards the camera, so that the object of his gaze
is the viewer who, in turn, reciprocates and examines him. These
photographs do not introduce him as one who was "accidentally
caught"bythe camera'slens, for these compositions are the result
of meticulous, pre-calculated construction. In so doing, Tal does
not introduce himself alone as a subject. He concurrently forces
the viewer to position himself in relation to his subjects, and to
examine his views with regard to man-woman relationship in
general, and identity exchange in particular; to find out to what
extent the gender fluidity presented to him challenges the very
foundations of his identity. In other words, Tal's art poses the
viewer as the other, through whom it formulates itself. In such
aworld, to operate performatively is to be in control.** Another
example is the 1985 work The Doubt: Self-Portrait with Zehava
[p. 32], where Tal stands naked next to his wife in contrapposto
stance, like a bashful Venus or an experienced model rooted

in a classical female posture. Here too, his male sexual organ is

folded back, tightened between his legs, ostensibly eliminated.
The woman by his side raises a scepter, crowning him/her as
"Miss Universe."

This work and its likes call to mind Pierre Molinier's
photographs (1900-1976) [p. 33], which feature him time and
again hiding his male sexual organ, wearing corsets, high heels,
masks, and women's stockings, adding distinctive female organs,
such as breasts, striving to present an ideal, alternative self-
image [p. 33]."% At the same time, Molinier ironically highlights
phallic elements—such as a high heel shoe to which a dildo
had been attached—which emerge in his works, and often on
his actual body. Tal does the same when he hides his masculine
organ while exposing his hairy masculine chest [see The Slave
(1986), p. 33]. Through symbolic castration, as he declares
femininity without revoking masculinity, Tal interferes with the
codes of distinction between the feminine and the masculine in
terms which tie certain organs with a certain gender.

The blending of gender codes, like the act of shuffling a
deck of cards, is, for Tal, the perfect basis for dialogue with
his wife-partner Zehava; it is a vast arena for discourse which
employs perceptions of gender to understand intersexual
relationships in our culture. A deliberate subversion of the
illusion of reality—and in our context, of any binary distinction
whatsoever—is a foundational dimension in his work. Like
Marcel Duchamp who, in his masterpiece The Bride Stripped
Bare by Her Bachelors, Even (The Large Glass) (1915-23),
outlined the unresolved exchange between the female and the
male spheres, and in his LHOOQ (1919) added a moustache to
areproduction of Leonardo da Vinci's Mona Lisa, as if declaring
that he had uncovered her hidden sexual identity'*—Tal, too,

blends and even inverts these spheres. As always, his private

couplehood serves as a laboratory for examining the fluid
gender boundaries. The successive photographs in the series
entitled The Doubt: Self-Portrait with Zehava (1987) [pp. 58-
59] unfold the conceptual and emotional infrastructure for
his work. When he accentuates once the masculine parts in
his body, and once—via performative role exchange with his
wife—the feminine parts in it, he in fact declares that there
is no essential difference between the two figures, and in so
doing even deviates into the realms of camp and perversion (a
sequined scepter; a shiny birthday ribbon turned beauty-queen
sash; a black eye-patch alluding to perverse sexual practices).

In Self-Portrait with Zehava: Figure with Giraffe, 1983
[pp. 60-61] Tal performs an act of cross-dressing, presenting
himself standing upright on a bed, in a woman's lingerie:
pantyhose, stockings, rolled-up bra exposing his masculine
chest. His ordinary male underwear burst forth underneath the
guise of his masquerading as a woman, a deliberately imperfect
disguise. The result is a patchwork, a gender-blend, asin Hannah
Hoéch's photomontages [see Dompteuse (Tamar) (ca. 1930),
p- 34]. Tal's strategy indicates that, on the one hand, he does not
want us to see him the way he is (for he dresses up), but rather
as he attempts to present himself; on the other hand, we know
exactly who he is, we know him and his life story, as they have
been exposed to us in his many photographs. It is a long-lasting
double game embodied by his work. Through the mixture of
body parts and clothing items, he sets out to criticize strict,
disciplining norms, which at the same time enable playfulness
and humor.

Tal may be said to practically apply Judith Butler's theory
before the camera, when he juxtaposes performance with

apparatus. The masquerading and use of carnivalesque

accessories and masks in some of the photographs is congruent
with Butler's argument that gender is always a performance, and
that all expressions of sexuality are underlain by performative
imitation. The practice of drag, Butler adds, exposes to what
extent the "original" itself is voided of all essential content,
and that all gendering is a kind of impersonation, a disguise.
In her 1990 book Gender Trouble, Butler argues that there is
no "authentic” identity, and that gender identities are but an
endless set of practices, a repeating imitation of nonrealizable,
imaginary gender ideals. The practices do not stem from a priori
gender identity; rather, they constitute and generate it, for
identity is shaped performatively through the manifestations
perceived as its outcome, namely: the practices inscribed on
the surface of the body generate the gender concept. As in any
social ritual, gender is constructed through constant repetition
of the implementation, a repetition which is a reactivation and
at the same time—a renewed, renewing experience of the social
meaning of gender."”

AtheorysuchasButler'sin the 1990s, and even previously—
that of psychoanalyst Joan Riviere in her groundbreaking 1929
essay,'® helped establish the understanding that femininity is
not an essence, and that gender identity in general is fluid and
mutable, a mythical construct perpetuated via performative
repetition of stereotypical behaviors and attires. Marcel
Duchamp, one of the progenitors of modernism, wittingly
realized this principle when he adopted for himself the persona
of Rrose Selavy and created an extensive series of works under
the name of this fictive character. Similarly, Boaz Tal realizes this
when he repeatedly accentuates the performative dimension of
gender, to remind us that it is a mere social construct.

In the photograph Study for Male and Female: Self-Portrait,
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In this context, Roland Barthes wrote: "Odd that no one
has thought of the disturbance (to civilization) which this new
action causes. I want a History of Looking. For the Photograph
is the advent of myself as other: a cunning dissociation of
consciousness from identity.”® Thus, one may add that this
medium affords Narcissistic pleasure, as gained while looking
in the mirror. Observation of the photographic image before
us reinforces and reaffirms our existence, as suggested, for
example, by Jennifer Blessing.*

In the first part of the essay I set out to sharpen and expand
these observations to the field of gender construction and
gender constitution in culture, while discussing gender fluidity.
In the second part I will explore the political-social-cultural
climate in Israel in relation to perceptions of masculinity, and
will try to explain how and why this issue has resurfaced since
the 1980s. Simultaneously, I will establish my argument that
Boaz Tal was among the pioneers who turned to this field in the

period under discussion.

Michel Foucault's basic assumption, in coming to define
sexuality, is that it does not relate to natural, essential or
biological conditions, since it is a cultural construct nourished
by an ideological regime unique to a given historical period.
What generates sexuality is certain knowledge about sex, a
regime of discourse and writing about sexuality, texts which
establish power relations as part of which it is represented.
Foucault's writings explore the functions of power in society
and the development of knowledge in the course of history.

The term "discursive formations” which he coined indicates

the dispositions of concepts, arguments, and technologies
associated with the practices prevalent in a given period,
dispositions which constitute not only the objects of research,
the boundaries of the disciplines and their divides, but also
the subject himself, his sphere of knowledge. The evolving
science of psychiatry, for example, is not a natural outcome of
science's progress into ever more human directions, but rather
an expression of society's growing need for close supervision;
the notion of "man," for instance, is a historical formation
intended to better control individuals, while determining what
is "normal” and who is "deviant." The regimes of knowledge
thus involve an organizing apparatus which ties knowledge
with power, underlying every aspect of the social relations.

The knowledge about sexuality, which Foucault investigated
in his formative book (from 1976) The History of Sexuality, is
such a system of power which defines the subject in relation to
himself, as well as the relationship between different subjects.
Hence, in order to comprehend sexuality, one must fathom
not only the experience, but also its formulation—the way in
which passion is formulated in the political-cultural climate in
which it is set, in a system of power that spans mechanisms of
education, medicine, politics, etc., which monitor the normative
definitions of "proper" sexuality and gender.® One may say that
Foucault's greatest achievement lies in defining the subject as
an ideological construct, a mere heterogeneous collection of
texts which constitute his existence and account for his modi
operandi (a-posteriori). His groundbreaking assertion—which
was subsequently developed (and criticized) by many scholars,
among them Judith Butler, involves a nonessentialist concept of
identity, including sexual or gender identity constructed by its

performances. The humanbody, inits border zones, functions as

an agent expressing the boundaries of passion, which represent
a heterogeneous range of meanings—since the human body
always thinks in multiplicity, as opposed to the abstract spirit
which activates the concept of identity to define a single, fixed
meaning. The human body thus articulates a new politics—and
Boaz Tal's work, as I shall later show, is an exemplary expression
of this revolutionary idea, expanding Foucault's notions of
knowledge-power dispositions toward production of queer
performances.®

Jacques Lacan, who in contradistinction to Foucault
focused mainly on processes experienced by the individual,
re-read Freud's writings, combining psychoanalysis with
linguistic principles. Following Freud, he construed the phallus
as a meaningful signifier, a signifier of power. Obviously, this
concerns not the real male genital organ, but the symbolic
capital gained by a person who "has" such an organ. Every
subject—whether man orwoman—isinasymbolicrelationship
with the phallus (in the sense of "having a phallus” or "being a
phallus"); ultimately, however, no one has a phallus in reality.”

In order to better understand this, one mustlinger on Lacan's
thought. According to Lacan, "the infant's entry into language
parallels its separation from the mother. Before separation,
there is plenitude based on the union of mother and child. After
separation, the mother becomes the child's first object—that is,
its first experience of absence, or lack,” so that what is missing
is, in fact, "the mother's phallus."® "For the mother, on the other
hand, the child is a substitute for the missing phallus: she feels
a sense of fulfillment in light of her close bond with the child.
Without separation, however, the formation of language is
inhibited. The father, for his part, is the element which tends to

intervene in the mother-child relationship, so that in identifying

with him, the child can come to form an identity of its own." In
other words, "the child's identity is the outcome of its coming to
terms with sexual difference.” This is significant to our context
since "first and foremost in this process of sexual differentiation
is the recognition on the part of the child that its mother does
not have a penis: she thus bears the indelible mark of difference,"
and the (missing) penis has a primary symbolic status (the penis
is real and physical, while the phallus is a signifier). Since the
mother is "an intimation of the child's own potential lack," John
Lechte explains, the symbolic phallus, "confronts the subject
with its own vulnerability and mortality."

In the most general sense, the Symbolic is what lends the
world its meaning, its law, and its order (the "Name-of-the-
Father"), thus constituting society. Sexual difference, however,
Lacan argues—hence his provocative aphorism 'la femme
nexiste pas’ [woman does not exist], and his explanation
that for the woman, sexuality is always a play of masks and
disguises'®—cannot be contained in any symbolic form: it
cannot be represented (since the penis becomes a phallus
which exists only as a signifier of absence). This concept is
manifested in Tal's photographs, where he chooses to present
himself as a "castrated man,” a man who is as a woman—as in
the 1982 diptych Before the Bookcase: Self-Portrait with Zehava
[p. 52], where the man s seen, "folding" his "positive" penis back
between his legs, concealing it, ostensibly coming to possess a
vagina, which is a "negative" space. As part of the gender blurring
performed by the artist in this photograph, he lifts the edges of
his shirt with both his hands to expose "the horror of nothing
to see."'! In this self-pose, which recurs in other photographs of
this theme, Tal challenges the symbolic order and the principles

distinguishing masculinity from femininity—two categories
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Connected Vessels: Gender Fluidity as Reflected in

Boaz Tal's Work

Tal Dekel

Boaz Tal's works from the 1980s and early 1990s recurrently
depict the artist and his family—his wife and daughters—in
diverse situations within the intimate domestic space. Carefully
staged, the scenes usually portray the figures in partial or full
nudity, thus surrendering to the viewer, at first sight, the figure's
sex: whether man or woman.

Over the years, this extensive body of works has received
various, different interpretations. Most of them read in these
scenes a recurrent engagement in man-woman relationships.
Sylvie Fogiel-Bijaoui, for one, wrote in 2001 that "through his
quest for identity, the artist strives to fathom the meaning of
the relationship between man and woman. The battle of the
sexes is evident here, the emphasis being placed on what the
artist perceives as the victory of women and their domination
over men."" Moshe Zuckermann read the photographs in a
similar vein: "Tal is clearly trying to undermine time-honored
conventions in this context. ... 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 critical
scrutiny of gender power and inter-dependence culminates in
a series of photographs from the early 1990s entitled Study for
Male and Female. ... The man emerges alternately as physically
defeated, as ridiculed in his somewhat bestial sexual desire, or

as truly regressive, helpless, requiring the maternal protection

of a woman. On the other hand, the woman vanquishing him is
perceived as anonymous in her victory, ... as indifferent to his
lustfulness."

According to the interpretations given to Tal's artistic-
photographic oeuvre thus far, then, their concern appears to
be the battle of the sexes, as the artist confronts the different
figures in his family one against the other, pitting the male
camp versus the female camp as if they were in a battlefield.
In this essay I will try to propose a different interpretation: no
longer an exploration of man's versus woman's roles, but rather
examination of the gender roles themselves—their constitution
and their very feasibility in culture—as manifested in art in
general, and in Boaz Tal's work specifically.

The medium of photography in general, and the
photographic portrait in particular, afford the viewer a unique
experience, observation of an image which forms a constant
reminder of existence. As opposed to other artistic mediums,
it elicits in the viewer a strong sense of identification: the
replica is a memory and a trace of the man who had really been
there. The act of observation triggers a chain of actions which
generate a split within the self: a reminder that, ultimately, the
self is always the other. It is an observation of an other, and
at the same time also an observation of the refraction in the
mirror and discovery of the self reflected back to the beholder,
which enables the latter to identify with it.
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The incorporation of the vanitas tradition with Tal's still-
life photographs, which are dominated by the direct visual
element, inspires them with an air of lateness, of termination,
of mystery at once luring and threatening, lending them a
vein of morbid decadence typical of the "fin-de-siécle.”" Note,
for example, Tal's photograph of the sunflowers: it lacks that
utopian horizon found in Van Gogh's paintings of sunbathed
sunflowers bursting with vitality; it is more reminiscent of Egon
Schiele's plucked, withering sunflowers. In the photographs
from this period, which are charged with the melodrama of
synthetic disaster, Tal seems to return to allegory. They may be
regarded as embodiments of the "specters” haunting us in the
era of late capitalism, the specters of speculative capital in its
absolute form. These allegories are the later (as a tropic rhetoric
of meaning) embodiment of the horrifying skull in vanitas
paintings or the decaying body in the vision of Baroque. Still
life literally transforms into nature morte. Unlike the surplus
found in 17th and 18th century still life and vanitas paintings,
Tal in his photographs isolates a single image, lending it—
against the backdrop of aesthetic consumerism, advanced
technologies of reproduction, the "post-human” man, and the
ecological cataclysm of our time—a sarcastic dimension: a
vase with a bouquet of withering flowers, a pair of baked fish,
shriveled or rotting fruits, a disintegrating book, a spendable
object, and similar images [pp. 24-25] where ugliness and
decay coexist with perfect beauty, both natural and artificial, as
a reminder of the catastrophe, of a world that has gone wrong,
It is the decadent beauty innate to the wrinkled, the worn, the
crumbling, peeling, marginal, ostensibly deserted. All these are
captured by Tal's eye and lens, transforming into a work of art.

Tal, however, is not a pessimist who has given up all hope;

far from nihilistic, his work does not regard destruction as a
process which infuses things with beauty. One will not find in
his work the Benjaminesque love for ruins, which welcomes
melancholy as a condition for a radical perception of political
redemption—a destructive celebration which holds "not
that life is worth living, but that suicide is not worth the
trouble.””" And even if there is no expectation for grand
utopian transformation here, Tal's works are essentially non-
fatalistic. In order to fathom Tal's oeuvre, one must hear beyond
the melancholic gaze, through the irony and sarcasm, Katka's
laughter—the restrained laughter behind the ironic smile
and the defying finger of the artist's wife, in homage to the
androgynous figure of John the Baptist [ The Artist's Wife after
Leonardo (2001), p. 26], as if to say: "Life goes on, after all!"
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The 1998 work Study for Male and Female: Self-Portrait,
"The Divine Comedy” [p. 18] masterfully illustrates this
quintessentially modern, tragic element in Tal's works from
the bomb-shelter period: the passion for the real, for the
living body itself, the one which bursts forth through false—
historical, political, social, and cultural—appearances. This
is possibly the most profound dimension of these figures that
hover over the destructive, infinite void extending within the
black background.

In Mimesis'* Erich Auerbach presents Dante as "poet of the
secular world"; he regards The Divine Comedy as an expression
for overcoming gaps in stylistic levels required by the classical
division, which carries a social meaning, into comedy and
tragedy. In this masterpiece, Auerbach maintains, the Judeo-
Christian figural perception is realized and epitomized. In
Dante's The Inferno—the vulgate of the sublime—the logos
infiltrates the world, blending with the real. Tal's world, as
formulated in the aforementioned work, is a fallen world, a
world devoid of mercy, that has been deserted and emptied,
much like the world in Hans Holbein the Younger's disturbing
painting The Body of the Dead Christ in the Tomb (1521)
[p. 18], where the body of the dead Son of God is entrusted
to man for safekeeping.'® Unlike the Baroque vision of ruins,
however, of a disintegrating nature as an allegory for the
history of humanity—of the decaying corpse that returns to
dust and blends with the real, of the perception of "history as
a via dolorosa" which leaves no room for consolation—Tal's
acknowledgement of life's transience does not expose an
incurable rift. In this his perception differs even from that of
classical tragedy, where the catharsis reaffirms the moral world

whose orders were violated by an act of haughtiness. The

photographs from this period are melancholic, but not gloomy.
One may find in them representations of mourning for the
loss of a dear soul [Self-Portrait: "Sad to Leave You,” Homage to
Urs Liithi (2000), p. 18]; contemplation of death as consolatory
[p. 18]; midday anxiety [Figure without a Shadow: Homage to
Richard Strauss (2000), p. 19], during which existence is
abruptly laid bare in its totality; the illusions of representation
that fool the viewer with a classical figure, yellow as a lemon,
that does not reveal its secret [Portrait of a Young Woman
in Yellow (1996), p. 19]; the child as the center of family life
[Self-Portrait with My Family: "Adoration of the Child" (2001),
p- 27]; the paradox of passion [Study for Male and Female: In
the Shadow of the Tree of Knowledge (1991), p. 20], etc. All these
surrender the attempt to overcome the trauma, to patch things
up, to reunite life with history. It is the pleasure of catharsis
concealed in melancholic reconciliation and acceptance of the
wretchedness and nullity of human existence.

This humanist belief in art's remedial power is explicitly
manifested in the series The Healing of T. which was inspired
by Bernardo Strozzi's well-known painting The Healing of
Tobit (ca. 1635)[p. 21]. Reinstating eyesight to this Job-like
figure exposes the therapeutic dimension of artistic practice.
In Tal's oeuvre, this approach culminates in the Breast Cancer
Project [pp. 21-22]—a series which he began in the mid-
1990s, documenting women who had undergone mastectomy.
Much like the autobiographical work of Deena Metzger and
Jo Spence, who were among the first to shatter the walls of
silence around breast cancer, transforming their disease into
an artistic means for subverting the stereotypical male gaze
at the female body—in this series Tal endeavors to confront,

following his personal family history,"* the entire range of

problems associated with this disease: the horror, shame,
trauma, exclusion, stigmatization, the interference with one's
self-image, the loss of the sense of femininity, etc.

These works demand of the viewer recognition of the real
body of women with breast cancer, assisting these women, who
were excluded from the social discourse, to discuss the trauma,
to call for visual participation in their stigmata wounds and
to share their pain. It is a realm of a therapeutic photographic
discourse, akin to palimpsest, where the women speak out
the flaw inflicted upon them ("speech therapy"). The camera
and the manner in which it inscribes this womanly discourse
are intended to replace the actual, discursive act of tattooing
the scar, which is a repetition of the trauma in the place from
which the breast had been removed,'® as practiced by women
artists of the previous generation—as in the photograph The
Warrior (1978), portrait of feminist writer Deena Metzger by
photographer Hella Hammid.'® In other respects, Tal's series of
melancholic photographs is more akin to the work of Jo Spence
and Hannah Wilke.

This photographic womanly discourse, which enables
women to observe themselves through the lens, introduces
for critical examination stereotypical male voyeurism in
general. As maintained in the exhibition catalogue Illness
Report: Representations of an Inflicted or Sick Body in the Work
of Contemporary Israeli Artists,"” the damage to the breast
is considered to have Narcissistic characteristics, therefore
the act of photographing a woman with an afflicted breast is
tantamount to a Narcissistic rectification which makes for
containment of that which is perceived as deviant within the

social discourse.

Vanitas vanitatum: The World

Since 2003, Boaz Tal's works have ostensibly marked a return
to the realistic outdoor photographs created at the outset of
his career. Unlike the early works which perpetuated the
ephemeral, these later "autumnal” photographs correspond
with the 17th and 18th century tradition of vanitas and still
life paintings—or better yet, fuse both facets of this tradition.
Much has been written about 17th-century Dutch painting'®
and its class-economic contexts: its objectal empire, its gradual
appropriation of matter, and subjection to the kingdom of
commodities, and its covering with a type of glaze, which
enables one to move across the objects without harming
their functional value. "Oysters, lemon pulp, heavy goblets
full of dark wine, long clay pipes, gleaming chestnuts, pottery,
tarnished metal cups, three grape seeds—what can be the
justification of such an assemblage"—Roland Barthes wonders,
in his enlightening essay about Dutch still life painting—"if not
to lubricate man's gaze amid his domain, to facilitate his daily
business among objects whose riddle is dissolved and which are
no longer anything but easy surfaces?"'® Indeed, the fetishistic
projection in this protective cultural discourse expresses the
contradiction embodied in early capitalism: "an anxiety about
the gaze and a confusion about the value of objects" in the system
of exchange, on the one hand, and the desire of a satiated, self-
confident society to rule this world of objects, on the other.?
This contradiction acquires a dialectical expression in the other
pole of Dutch still life painting: in the moralistic preaching of the
vanitas paintings called "memento mori" (remember death)—
which address anything short-lived, intended to remind man

that the corporeal world is evanescent and not everlasting.
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As is well known, Benjamin deemed allegory an open
form of association between signifiers and meaning, a form
that cannot be delimited, and is therefore incontrollable. He
regarded the allegorical vision of Baroque as the progenitor
of the representations of commodity as fetish. The regime of
the commodity, he believed, replaced allegorical observation.
Therefore the allegory was put in the hands of those who
rebel against the regime of commodities and exchange. In this
sense, Tal's works are revealed to be allegories for the world of
commodities; the dimness concealed in allegory, as well as the
distortion and fragmentation it generates through its guerrilla
actsin familiar territories, holds a political promise. Through the
allegorical orientation, which imitates the modes of production
and market patterns of capitalism, he exposes the fetishistic
nature of commodity. Indeed, in the fetishistic projection
embodied in these works by Tal one may discern the operation
of fetish in its three facets: the historical, the Freudian, and the
Marxian.?

Thematically, Tal's works from the early period engage in
critical scrutiny of issues pertaining to gender, identity, family
and parenthood, perceptions of the body, sexuality, and death.
Tal is motivated by a sense of vocation. He does not wish to
address these questions by virtue of his recognition of the need
to reconstruct the violated identity. In his insistence to speak
about the non-dit (that which is left unsaid), that which had
been castrated or repressed, he endeavors (usually by way of
inversion) to cross boundaries, to break various taboos, and
disrupt traditional structures—all these precisely within the all-
so-familiar, intimate setting, as in the oxymoron "see-through
building" or "breached house." In these photographs there is

no longer a protected space, there is no immunity. By the very

shattering of the interior space, Tal blurs the boundaries between
interior and exterior: the familiar becomes estranged, the latent
is uncovered, the valueless becomes human. The full-bodied,
sensuous women presented in the photographs undermine the
stereotypical, voyeuristic, objectifying male gaze at the woman's
body, and the ideal of beauty (including, the perverse boniness
of top models) dictated by advertisers and fashion houses [ Self-
Portrait: The Annunciation (1995), p. 13].

The series Study for Male and Female introduces a reversal
of the relations of power and gender dependency, and a role
reversal, a subversion of the phallocentric gaze. The perception
of the woman as lacking, at the core of Freud's penis envy
doctrine (see, for example, the concealment of the male
genital organ in Tal's photographs, which is akin to a blurring
of sexual identity), is replaced by womb envy: the figure of the
woman, appearing as a great beneficent (yet castrating) mother
presents the weakness of the helpless "man" who is dependent
on the "woman's" mercies [ Study for Male and Female no. 9: Self-
Portrait (1995), p. 13; Study for Male and Female: The Blessing
(1987), p. 14]. Furthermore, the constant presence of the artist
as a figure in his photographs transforms the narcissist pattern
by generating an ironic self-estrangement: in Self-Portrait: The
Artist in the Landscape from 1991 [p. 15], he is presented in the
nude as if he were caught in the act, hiding his privates. The
sense of persecution and vulnerability arising from the scene
ostensibly alludes to a famous description in one of Rousseau's
Confessions of the philosopher masturbating while peeking at
girls bathing in the river.

The truth of the works from the early period is exposed
in the suggestive photograph Self-Portrait with My Family:
Playing Chess with My Father (1991) [p. 16]: a scene which

spans three generations of the Tal family in a composition
with seven figures scattered in the room, each keeping to
him/herself, their gazes turned in all directions. Unlike
patriarchal family photographs, which situate the father at
the heart of a united, stable family, the drama taking place
here around the chess table presents, if you will, the moment
of the law's dissolution, the undermining of the symbolic
order forced in "the name of the father": a grandmother
with a faint smile is seated in an armchair in the foreground,
hugging her granddaughter, both of them staring ahead;
a baby lies in the corner of the photograph, submerged in
childhood daydreams; the mother casts a possibly-angry
possibly-cynical gaze at the anomaly in the room; the
grandfather leans over the chessboard, apparently immersed
in planning his game strategy; and only in the background—
the blurred figure of the artist-father. As if these implications
of power and domination were not enough, the telephone in
the middle forces its tyrannical presence, threatening to cast
its authority on the figures and force them to comply. Tal,

however, insists on revolting.

The Divine Comedy: The Bomb-Shelter

The transition in the early 1990s from the domestic-familial
setting to a studio located in a municipal bomb-shelter ought
to be understood as more than just a transition from the private
sphere to the public sphere. In this period the center of gravity
in Tal's works also shifted from the spatial to the temporal. The
space no longer serves as a theatrical stage on which to direct a
narrative; it transforms into a mere black backdrop. The rhetoric

of the granulated photographs produced by the Polaroid

camera, with their exaggerated contrastive coloration and
immediacy, cracks the delicate glazing of the surface in the
early black-and-white photographs, peeling off the aura that
engulfed them. Cutting the distance between the photographic
images and the viewer enables Tal to lend his figures
corporeality alongside dramatic depth and theatricality.
Time is rendered present in these works: whether via minimal
gestures of facial expressions and body language—at times slow
and delicate (e.g. the hand gestures of the girl with the earring
[p. 17], or the walk of the figure marching assuredly into the
black void of the unknown [p. 17]), at other times heavy and
powerful [p. 88]—or via signs of the body's disintegration
and engagement with death [p. 92]. As maintained by Yaarah
Shehori in her introduction to the catalogue The Healing
of T, Tal does not deny time, yet he leaves the body alone,
letting time pass through it."® The images emerging in these
photographs like mute traces, like the memory of a buried
meaning, enable Tal to present the temporal dimension, just as
the representation of ruins in the Renaissance was intended to
present the fourth dimension in painting, and as a photograph
of ruins indicates a temporal event, something which once was
and is no longer in existence.

The dialectic movement of freezing the passing moment
in these Polaroid photographs is formulated by the pushing of
the allegorical dimension out of the body of the work to the
title. Paradoxically, the absence of the event from the works
attests to the possible and the real, to what Benjamin intended
by the term "frozen dialectic.” These images are the symptoms
or the virtual archives of voids, of everything that was missed,
"or, perhaps, better, defenses against voids—that persist in

historical experience.""!
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still-life, alongside landscape and family photographs. As in his
entire oeuvre, here too the uncanny, melancholic gaze, to which

we shall still return, is highly conspicuous.
Phantasmagoria: The Domestic Sphere

The photographs comprising Boaz Tal's early period set him
apart from the artistic milieu of the Midrasha School of Art
where he studied—the setting of Israeli art in the 1970s and
1980s, which was dominated by the aesthetic characteristics
of the "want of matter." In these works the meticulous image
supersedes the slovenly; the calculated supplants the wild and
bold; the narrative replaces the engagement with the primacy
of form; compression replaces the material frugality; seduction
supplants asceticism; the multiple reflections of consciousness
in space and time are substituted by flattening; symmetry and
harmony supersede the lack of hierarchy—only the avoidance
of color seems to have remained intact. In addition to these
characteristics, Tal's photographs evince a (far from innocent)
return to the mythopoetics and pathos of the art of the past,
and even to major themes from the classics (Renaissance, and
mainly Baroque), as opposed to the avoidance of pathos and
the demystification in the works of the Want-of-Matter artists.
Examining the complex affinities between the history of art
and photography, it would not be a mistake to classify Tal with
post-modern artists who correspond with masterpieces of the
past, such as Cindy Sherman or Yasumasa Morimura, and much
later, in the local context—Adi Nes and Michal Chelbin.

It should be noted that this correspondence of the
early Tal with themes from art history is not underlain by a

fascination with Baroque aesthetics, or an attempt at any type

of sublimation or symbolization. On the contrary: much like
Derek Jarman's film Caravaggio (1986),% in these photographs
by Tal the familiar masterpieces are replaced by "tableaux
vivants" of actors (mainly the artist and his family) who imitate
them, as if they were using them as models [Study for Male
and Female: After "Le Déjeuner sur I'herbe” (1990), p. 10; Self-
Portrait with My Family: "The Judgment of Paris” (1993), p. 11].
The separation of form from content, implied by the act of
masquerade and fabrication underlying the very staging of an
existing picture using "actors"—elusive direction by means of a
chance image which refers to a specific "real world"—reaffirms
and reinforces the simulacric qualities of the photographic
image as a reconstruction of a reconstruction [Self-Portmit with
My Family: "The Potato Eaters,” Homage to Van Gogh (1990),
p- 12]. In other words, the expropriation of the "classical” scene
from its historical and cultural context and its insertion into a
totally different historical and social context void the historical,
religious, and mythological significance of the original plot.
The fetishistic projection of the "classical” scene as a narrative
located in the present—as a mise-en-scene staged in a setting
of the here-and-now, in the artist's domestic-familial setting—
creates a deep and problematic rift in the image. The fetishistic
projection becomes etched as a substitute, an emblem, or a
hologram (in the sense of a back reflection which ostensibly
generates historical depth) when the "classical” scenes take
place outside the artist's time frame and (largely bourgeois)
everyday practice—or rather, within them, in his living room,
in mid-life, when the "classical” plot becomes an allegory for
them. In these photographs, to use Fredric Jameson's words:
"[T]he former aesthetic is celebrated in terms of something

like an intensification, a heightening upwards or downwards,

of perceptual experience: among which can be ranged
interesting speculations on the 'sublime’ (which has known
a new 'postmodern’ revival of its own, in a radically modified
role than the one it played in modernism), on the simulacrum
and the 'uncanny'—now taken less as specifically aesthetic
modalities than as local 'intensités, accidents in the continuum
of postcontemporary life, breaks and gaps in the perceptual
system of late capitalism."*

We have yet to mention one of the most impressive
qualities of these works, their anachronism which is marked
with the imprint of fantastic realism, such as that revealed
to us in references or signs embedded in those objects from
contemporary reality interspersed in the reconstructed
"classical” scenes—in the form of gadgets scattered here and
there (spots, radio and television sets, a television whose
screen features a frozen image from a video film relating to
the reconstructed time frame), everyday functional objects, or
artificial flowers and decorations which are all self-conscious
kitsch. All these are a symptom, in the Freudian sense of the
word, of the deep and intricate totality of urges at work here,
which brings to the fore the dialectical link between the concept
of the beautiful in post-modernism and the technologies of
reproduction in late capitalism. Everything is oriented toward
blurring the direct reference to reality; hence these photographs
may be viewed as works touched by nostalgia—as a "classical”
narrative which is always located in the present, beyond history.
The staging of a nostalgic scene in a contemporary setting is
thus "symptomatic,” as maintained by Jameson, "as though, for
some reason, we were unable today to focus our own present,
as though we had become incapable of achieving aesthetic

representations of our own current experience."

At the same time, Tal—in whose work the bricolage
mannerisms may appear, prima facie, as the embodiment of
post-modernism, all of them being pastiches consisting of
referents and simulacra—is revealed here as a modernist in
the most profound sense of the word. In vain we may seek the
fatigue and boredom of the "society of the spectacle” in his work,
a society which has no room for uniqueness and mystery, or the
worn out amusement typical of the post-modern experience.
Tal retains a utopian horizon in the sense given to this term by
Walter Benjamin, from his engagement with the experience of
shock and fragmentation characteristic of modernist artists;
for not only is the "classical” theme ironically estranged by
placing the event in the present, but the present is consequently
defamiliarized too. Furthermore, one cannot identify
distractions (in the Benjaminesque sense) in Tal's works:
the transformation of everyday life into a public spectacle, a
live drama, assumes a ritual form of grave playfulness in Tal's
phantasmagorias. The disconcerting, yet playful effect of this
masked ball, of the semi-grotesque, semi-Surrealistic mise-
en-scenes, inspires a melancholic and threatening atmosphere
on the domestic interjor,” alluding to that which elicits horror
from within, in the subterranean, the clandestine, the hidden.®
It is the "return of the repressed,” the uncanny (Unheimlich),
in its Freudian sense. Tal's melancholic gaze does not try to
settle these contradictions in his works. On the contrary, as
an allegorist he externalizes and intensifies them, positioning
himself within them. His dominating, offensive gaze, which
violates everything that had been consecrated and concealed,
is the gaze of an alienated man. Through the allegorical act, he
expropriates objects from their natural context, isolating them

at random, only to charge them with a new meaning.
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Photography of Discontent: The Vulgate of the Sublime

Dror K. Levi

It is not every day that one comes across an artist-photographer
who consciously relinquishes the rhetoric of snapshot
photography which strives to perpetuate "the ephemeral,
the fugitive, the contingent,” to mention Baudelaire’s famous
definition of modernity, placing staged, narrative photography at
the focal point of his work. As a photographer, Boaz Tal's works
masterfully represent the strategy of painting, in both content
and form. Tal photographs as if he were painting; his entire
oeuvre attests that he paints as if he were photographing.' The
highly-meticulous, fabricated photography at the core of his
work stems from observation. It is the voice of a pensive artist
who conducts a dialogue, at times ironic and sophisticated,
with the history of art and with the intricate relationship
between photography and painting in contemporary discourse.
There is something disturbing, provocative, even threatening
about Tal's "contemplative” photographs; the gaze projected
from the images inspires discontent; it unravels the viewer's
gaze, demanding him to reconsider numerous conventions.
Tal's photographs may be classified into three main periods,
distinguished not only by the location of the photographic
arena, but also by the photographic device. What began in
the late 1970s, during his studies at the Midrasha School of
Art, Ramat Hasharon, with realistic outdoor photographs
taken with a stills camera in black-and-white in the style of

American photographers Robert Frank and Lee Friedlander,

metamorphosed into phantasmagoric interior photographs
which heralded Tal's first period as a photographer in his own
right from 1982 to 1991: this is his allegorical period, the era
of quasi-Baroque photographs replete with images. The series
Self-Portrait with My Family—self-portraits of the artist with
members of his family, staged as tributes to the Old Masters, or
modeled after the iconographic patterns and myths of Western
art history, belongs to this period, as well as the series Study for
Male and Female. Both these series are theatrically staged inside
the artist's domestic interior.

The years 1992-2002 frame the period of color photography,
mainly with a Polaroid camera. The photographic arena is
shifted from the domestic setting to the studio (bomb-shelter),
effacing the interior which was ever-so typical of the previous
period. Here one may discern a flattening of the space until it
becomes a mere black background, an elimination of excess,
and a purification of the images, which nevertheless still
constitute tributes to works and themes from the history of art.
In this period the engagement with the body and with death
increases, and the allegorical dimension still underlies the
images' installation as a boundary marker. This period spans,
among others, the series Breast Cancer Project and The Healing
of T.

The year 2003 marks the beginning of the "vanitas" period,
in which Tal photographed, in snapshot technique, mainly
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Mordechai Omer

TextText--------------- t one comes across an artist-photographer
who consciously relinquishes the rhetoric of snapshot
photography, which strives to perpetuate "the ephemeral,
the fugitive, the contingent,” to mention Baudelaire’s famous
definition of modernity, placing staged, narrative photography at
the focal point of his work. As a photographer, Boaz Tal's works
masterfully represent the strategy of painting, in both content
and form. Tal photographs as if he were painting; his entire
oeuvre attests that he paints as if he were photographing.' The
highly-meticulous, fabricated photography at the core of his
work stems from observation. It is the voice of a pensive artist
who conducts a dialogue, at times ironic and sophisticated,
with the history of art and with the intricate relationship
between photography and painting in contemporary discourse.
There is something disturbing, provocative, even threatening
about Tal's "contemplative” photographs; the gaze projected
from the images inspires discontent; it unravels the viewer's
gaze, demanding him to reconsider numerous conventions.
Tal's photographs may be classified into three main periods,
distinguished not only by the location of the photographic
arena, but also by the photographic device. What began in the
late 1970s, during his studies at the Midrasha School of Art,
Ramat Hasharon, with realistic outdoor photographs taken
with a stills camera in black-and-white in the style of American

photographers Robert Frank and Lee Friedlander,
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