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Untitled (Pineapple B), Paris 2009, color photograph, inkjet print, 54x38 Untitled (Pineapple A), Paris 2009, color photograph, inkjet print, 54x38
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Untitled (Batia), Tel Aviv 2008, color photograph, inkjet print, 38x63
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Untitled (Uri), Dead Sea 2009, color photograph, inkjet print, 38x63
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Untitled (Yellow Orchid), Paris 2008, color photograph, inkjet print, 123.5x85 Untitled (Neria), Tel Aviv 2009, color photograph, inkjet print, 54x38
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Untitled (Omer), Tel Aviv 2010, color photograph, inkjet print, 86.5x61
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Untitled (Michal), Tel Aviv 2010, color photograph, inkjet print, 54x38
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Untitled (Nature Morte), Paris 2008, color photograph, inkjet print, 66.5x95.5
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Untitled (David), Dead Sea 2009, color photograph, inkjet print, 70x42
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Untitled (David), Tel Aviv 2009, color photograph, inkjet print, 123.5x85
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Untitled (Black Head), Tel Aviv 2010, color photograph, inkjet print, 80x56

84



123.5x85 ,LIAX’D NOBTAA ¥2X O12XN ,2010 273X PN, (1°28) NN ’HH
VYY,0XA0 cdais dslds digle Syg0 ¥+ )+ canl U5 () Olgie O9
Untitled (Aline), Tel Aviv 2010, color photograph, inkjet print, 123.5x85
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Untitled ( Jonathan), Paris 2008, color photograph, inkjet print, 123.5x85 Untitled (Osnat), Tel Aviv 2009, color photograph, inkjet print, 70x48.5
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Untitled (Abdellah Tuia B), Paris 2008, color photograph, inkjet print, 60x42
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Untitled (Abdellah Taia A), Paris 2008, color photograph, inkjet print, 60x42
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Untitled (Chocolat Noir, Tour Eiffel), Paris 2008, color photograph, inkjet print, 123.5x85
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Untitled ( Jefferson), Paris 2008, color photograph, inkjet print, 123.5x85
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Untitled ( Jefferson), Paris 2008, color photograph, inkjet print, 123.5x85
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Portraits, 2008-2010
From the Exhibition Living Room

Between East and West

Hadas Maor

Biographical Notes

An Aesthetics of Longing:
On David Adika’s Photography Exhibition

Every Monkey is a Gazelle in Its Mother’s Eyes

Vered Maimon

Every Monkey is a Gazelle in Its Mother’s Eyes
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Living Room, installaion view, Tel Aviv Museum of Art, Helena Rubinstein Pavilion for Contemporary Art, Tel Aviv 2010
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Between East and West

Hadas Maor

David Adika’s work in the exhibition Living Raoml combines
portrait and still life photographs. It is distinguished by its
sensitive and precise treatment of overt and covert cultural
tensions between East and West, high and low, aggressive
and restrained. Concurrently, his work offers an alternative
or renewed organization of intimacy. Portrait transforms into
object, wall becomes frame, space turns into a work of art,
in a manner which eludes the viewer’s perception as to the
distance or proximity between the artist and his subjects. The
work spans close-up photographs of friends and of objects
extracted from Adika’s private world, taken with a gaze which
is shaped and constructed via accumulation and delay, through
profound acquaintance, rather than a yearning for closeness
or exploration of its very feasibility. The result is meticulous,
exact, stoic, yet not necessarily perfect photographs, which are
presented with all the beauty and quirkiness of their objects,
their built-in symbolism, deviations and flaws.

Many of the works address the disparities between
surface and essence, visibility and meaning. They stretch,
expand, and transform the notion of identity, while
emphasizing the tension between the inbred dimension
perceived as origin-dependent (and manifested, for example,
in skin tone),and the acquired dimension which is culture- and
language-dependent (and is manifested, for instance, in moral
and aesthetic values) — two dimensions which are immanently
and inseparably bound with this concept. Concurrently,
elements of foreignness, refugeeism, blackness, displacement,
cultural uprooting, falseness, etc. pervade the images, whose
objects ostensibly carry a cultural DNA in their bodies, albeit
one long cut off from a context of time and place which was
doubtfully ever natural.

The enigmatic images often function as references, as
principle signs, whose essential stand-taking is accumulated

in their interstices. Thus, for example, in the diptych Untitled
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(Jefferson), Untitled (Chocolat Noir, Tour Eiffel),"™ 677
the right side portrays a dark-skinned man whose sculpted
body is all exposed, save a shiny earring and a metal chain
around his neck, which flutters over his body. The left part
of the diptych features the Eiffel Tower, the iconic emblem
of Paris in particular and France in general, yet this is not an
image of the real, monumental iron tower, but a scaled-down
model made of dark chocolate. The French term denoting
dark chocolate — chocolat noir (literally “black chocolate”) —
introduces a linguistic echo for the visual aspect of the man’s
skin tone, prompting critical contemplation of the affinities
between the two sections of the diptych, as well as the issue
of French nationality and the ways in which to be a part of
it. (Since the image does not provide information about the
man’s civil/sociological/economic status, he could be a born
French citizen, an African emigre, a refugee devoid of rights,
or any combination of all the above). Thus, the gap between
so-called stable and fluid notions is radicalized, and at the
same time — elucidated. Another example of this process is
discernible in Untitled (Abdellah Taia),”® '®"° and Untitled
(Still Life).” % The pair of photographs featuring the French
writer of Moroccan origin, Abdellah Taia, wearing a traditional
head covering, highlights the ethnic aspect of his origin, but
does not expose his occupation. In the exhibition this pair is
juxtaposed with a photograph of a still-life scene with a pair
of fair-colored apples, alluding to the history of Western art
where the apple was a prevalent subject in still-life paintings.
A closer and more informed gaze, however, will reveal that the
apples in the photograph are of the species called “Chinese”
and that they are wrapped and protected in such a way because
they were imported from the Far East. To wit, the crossing of
the gaze in the works exposes the fact that Taia is, in effect, a
representative of knowledge and enlightenment, whereas the

apples stand for capitalistic commerce and globalization.



These examples illustrate how Adika deconstructs
the Euro-centric postulates associated with the dichotomous
divisions between East and West, thereby touching upon what
may be termed the “political unconscious”” innate not only
to the highly conflicted and fragmentary reality in which the
works were created, but also, inevitably, to the consciousness
of each and every viewer of these works.

The work’s display in the exhibition also involved
painting some of the exhibition walls, an act which reinforced
the decorative potential of the work, but at the same time
revealed itself as an expansion of conceptual processes which
are formulated in the photographs themselves. The wall
hues were, in fact, skin colors, whether lighter or darker,
concatenating the gamut of skin tones appearing in the works.
The colors’ presence on the walls, as an additional frame for
the work, underscores its displayable dimension, a dimension
which makes educated use of the practice of hiding and
beautification innate to the application of make-up and their
link to presentability, but also to concealment.

In so doing, Adika’s work exposes, as a self-evident,
the fact that the aesthetic is political, that the cultural is
aggressive, that the familiar is the accepted. At the same
time, it strives to expand the boundaries of these notions, and

thereby to undermine them.
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Notes

! The exhibition Living Room was featured at the
Helena Rubinstein Pavilion for Contemporary
Art, Tel Aviv Museum of Art, from March
through September 2010 (Participating artists:
David Adika, Uri Gershuni, Shai Ignatz, Rami

Maymon, Rona Yefman; curator: Hadas Maor).

2 The term “political unconscious” was coined
by Fredric Jameson in the “recognition that
there is nothing that is not social and historical
— indeed, that everything is ‘in the last analysis’
political. The assertion of a political unconscious
proposes that we undertake just such a final
analysis and explore the multiple paths that
lead to the unmasking of cultural artifacts as
socially symbolic acts.” See: Fredric Jameson,
“On Interpretation,” The Political Unconscious

(London: Routledge, 1983), p. 5.
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Living Room, installaion view, Tel Aviv Museum of Art, Helena Rubinstein Pavilion for Contemporary Art, Tel Aviv 2010
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An Aesthetics of Longing:
On David Adika’s Photography Exhibition
Ewvery Monkey is a Gazelle in Its Mother’s Eyes

Vered Maimon

David Adika’s photography exhibition Every Monkey is a
Gazelle in Its Mother’s Eyes constructs a syntax composed
of gazes and signs that tie together the political and the
aesthetic. The word “aesthetic” is the only word that appears in
any of the photographs, surfacing as part of a sign that reads
“Coiffure & Esthétique” (hair and beauty salon) in Untitled
(Paris).” < The shop sign in this photograph, which in many
ways encodes the ideas and sensibilities that characterize the
exhibition as a whole, features a made-up woman whose black
hair is pulled back and adorned with a single white flower. This
image functions simultaneously as both an object and a sign: it
is designed to point passersby to the salon and to indicate the
services it provides, while the woman is supposed to exemplify
the specific “aesthetic” of beauty that the salon would like to
convey to its potential clients. The nature of this aesthetic,
however, remains unclear; similarly unclear is the question
of whether the obsolete appearance of the sign is due to the
use of a “hyper-realist” style of drawing designed to imitate
the sharpness of a photograph, or whether it is actually based
on a photograph that was retouched and transformed into a
graphic image. The schematic nature of this image makes the
woman appear as a representation of an ideal of beauty whose
origins cannot be identified with certainty: on the one hand,
this is a Western, classicist ideal embodied in the woman’s
light, smooth skin. At the same time, it could be described
as an Oriental ideal, representing a modern Nefertiti with an
elongated face and somewhat slanted eyes. This ambiguity is
no coincidence, since the sign was photographed in Belleville,
a Parisian immigrant neighborhood which, like similar
neighborhoods in other metropolitan centers, is a locus of
cultural and social hybridity.

In this sense one may argue that paradoxically, what
this photograph, and by extension the exhibition as a whole,

offer the viewer is the recognition that “aesthetics” is not only
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a matter of “beauty.” Rather, it is a function of the relations
between place, identity, image, and gaze, which define and
mark what the French philosopher Jacques Ranciére calls
“regimes” of vision and speech — regimes within which social
roles are allocated in relation to a shared sphere of meaning.
In this sense, the aesthetic is not the “negative” or the Other
of the political, since they both participate in the construction
of the social field by means of the boundaries they establish.
These boundaries, which are simultaneously material and
perceptual, circumscribe the limits of what is considered to be
“common sense.” The exhibition Every Monkey is a Gazelle in
Its Mother’s Eyes examines the manner in which the aesthetic
acts to define and mark places, objects and identities. At the
same time, it also restructures the relationship between gaze
and sign, so that the realm of the visible opens up onto a more

complex set of social and cultural claims.

Aesthetics
Ranciére argues that the aesthetic and the political take part
in what he calls “the partition of the sensible”: “The system
of self-evident facts of sense perception that simultaneously
discloses the existence of something in common and the
delimitations that define the respective parts and positions
within it. A distribution of the sensible therefore establishes at
one and the same time something common that is shared and
exclusive parts. This apportionment of parts and positions is
based on a distribution of spaces, times, and forms of activity
that determines the very manner in which something in
common lends itself to participation and in what way various
individuals have a part in this distribution.” The partition
of the sensible thus determines not only what can be said
and made visible during specific periods, but also who can
speak and the status given to each activity: whether it is to be

understood as “noise” or as speech, and whether it is to be seen

within the framework of the specific economy of visibility
that organizes the social field. For Ranciére, every event
that questions or undermines the partition of the sensible is
inherently political and aesthetic: political since within this
framework, “Those who have no part”in the social whole, and
whose speech is defined as noise, demand part of the whole;
and aesthetic because this action redefines, on a perceptual
level, what may be seen or heard as part of the whole.2
Ranciére thus reconceptualizes the problem that
Walter Benjamin contended with in his essay on mechanical
reproduction, in which he contrasted “the aestheticization of
politics” with “the politicization of art.” For Benjamin, the
problem was fascism and its use of technology, which led to
the anestheticization of the senses and to the neutralization
of the self-preservation function, as humanity took pleasure
in watching its own destruction. By contrast, the problem that
preoccupies Ranciére in the historical context of globalization
is the “disappearance of the political” into public opinion
surveys that create a fictive consensus, a kind of “common
sense” that eliminates inequality and differences. In order to
undermine consensus, Ranciére argues, one must produce
new partitions within the sensible by creating a different
system of attributions between the said and the seen and
social identities. In this sense, politics is always a matter of
disidentification, of a refusal to “play a role.”

The title Every Monkey is a Gazelle in Its Mother’s
Eyes,which is based on an Arab proverb, itself underscores the
relationship between the gaze and the creation of meaning,
and highlights the manner in which the gaze defines and
marks by identifying and attributing a given value to what is
seen. Building on this colloquial proverb, Adika photographs
objects that are culturally defined as “low” or “kitsch”: red
roses, display windows on Tel Aviv’s rundown Allenby Street,

beauty salon signs. Yet the visual rhetoric of the photographs
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works against the sociological and cultural associations of
these objects, since they are all photographed as “still lifes.”
'The gaze directed at the objects, and as a result the effect of the
photographs on the viewer, thus produce a new relationship
between object, image and sign. The interest that most
artists, such as Martin Parr, for instance, reveal in kitsch is
documentary or anthropological, as part of an attempt to point
to the social construction of taste and to present high art as
a material product of economic privilege and power relations,
rather than as a representation of universal, spiritual values.
Adika, by contrast, eschews such a documentary approach,
with its reliance on an “indifferent gaze” that seemingly
neutralizes all vestiges of thematic or stylistic preferences. His
photographs do not attempt to hide their inherently seductive
and sensual quality as they are born of the wandering artist’s
wonder-filled gaze, which attempts to expose, rather than to
conceal, the relationshp betwen seduction and the gaze, since
Every Monkey is a Gazelle in Its Mother’s Eyes.

The choice of a clearly non-documentary visual
rhetoric extricates the photographed objects from their
cultural “role” as images of the “other,” of the one “who
has no part,” and as “signifiers” of (high or low) social class
and of place (East or West). In contrast to a photographic
strategy of “pointing,” which attempts to relate the visible to
predetermined categories and identities, these photographs
offer a rhetoric of “staging,” which seeks neither to elevate
the “low” nor to lower the “high,” an act that would inevitably
reaffirm existing social and cultural hierarchies. Rather, they
endow the objects they contain with a new kind of physical
and sensorial presence by concentrating on the manner in
which they are situated in space and offer themselves to the
gaze. This leads to a focus on display windows, shop signs,
posters, building facades, and all other things that present
themselves to the world. The objects photographed by Adika



are thus not “pretty,” but rather “aesthetic” in the sense which
Ranciére assigns to this term: for although they reveal that the
gaze is never simply personal, but is rather always the product
of a certain economy of visibility and a certain partition of the
sensible, they simultaneously replace hierarchical oppositions
with new points of contact between interior and exterior,
figuration and abstraction, presence and absence, original and
fake.

Take, for instance, the photographs of flowers: on
the one hand, the “real” roses in Untitled (Kitsch A)" 0 are
contrasted with the artificial flowers made of shiny paper in
the photograph Untitled (Belleville)™ %% Yet this distinction
is undermined when one discovers that the real roses are a
product of genetic engineering, and that they are thus not
“natural” but rather “programmed.” At the same time, one may
note that in both photographs, the flowers are commodities
wrapped in celophane or displayed in a store. In this sense,
photographing a “still life” does not mean ignoring the
concrete, material context of the objects, but rather forging
a connection between visibility and interest, or seduction. Yet
every photograph is seductive in a different way, depending
on the manner in which the flowers activate the gaze in the
photographic sphere. The selective focus in the photograph of
the “real” roses directs the gaze to a single rose that has clearly
passed its prime, for the longing for beauty is simultaneously a
longing for eternal life, a recurrent theme in still-life paintings
designed to remind the viewer of his own ephemerality.
The seductive quality of the paper flowers, by contrast, is
due to an effect of blurring, and to the glitter, sparkle and
transparency of the paper. The focus here is in the foreground
of the photograph; yet rather than sharpening the image, it
functions as a kind of “smoke screen” that enhances the overall
effect at the expense of details. In this case, the interest is in
the experience of enchantment, in the longing to momentarily
lose oneself: nostalgia, rather than melancholy.

Another example is the manner in which the women
in the exhibition all appear as idealized or schematic images,
even in the case of the specific woman who appears in the
poster advertising a bridal salon in the photograph Untitled

(Pink Portrait).” "’ These images were designed to sell a
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product by objectivizing the woman’s body or face. Yet the
photographs in which they appear by no means function
as quotations that appropriate existing images in order to
reveal their underlying social and cultural constructions.
To begin with, the images are not simply photographed as
“readymades,” but also as objects within a concrete space:
a shop sign in Belleville, a poster in a bridal salon in Acre,
a Renaissance-style bust that serves as a jewelry stand in a
display window on Allenby Street in the photograph Untitled
(Allenby C).” " Secondly, the manner in which the images
are photographed simultaneously highlights presence and
absence: the poster of the bride is affixed to a window which
contains reflections of various details on the street: a tree, a
car, a building. In the photograph of the jewelry display stand,
the photographic angle underscores the bust’s reflection in
the mirror, together with the reflection of the bars protecting
the window pane. The photographic gaze detaches the direct,
instrumental advertising rhetoric of the images from the
illusion of presence and accessability; instead, it underscores
the sense of absence, of a longing for a presence that cannot
be fullfilled because it is always disrupted, always displaced.
The object becomes a sign of lack, of yearning for the past and
for an “origin”: the bride is “frozen” like a Greek goddess, an
Aphrodite of sorts, yet her image also includes elusive glimmers
of a contemporary, modern reality. By contrast, the bust of the
Renaissance aristocrat is an object imbued with a distinct aura
like that of a sacred icon, an empty vestige of universalism and
enlightenment, as well as a stand for selling jewelry.

In both instances, the issue is not distinguishing
between these different meanings and demonstrating that
they represent values associated with different social classes
and groups as part of a “politics of identity”; rather, it is to
reveal how difference can also enable contact, and not just
constitute a means of separation. This is a sphere in which
“artificial” flowers that function as commodities can also
serve as objects leading to a meditation on nothingness; and
where schematic advertising images can signify longing not
for a desired and unattained fetish, but rather for a different
time and different possibilities of existence. Although the

photographs do not ignore cultural and social differences,

that is, they act in accordance with specific partitions of
the sensible, they do not simply document difference, or
transform it into a marker delimiting the realm of the visible.
Rather, they move within the visible in order to suggest the
possibility of a new relationship between identity, gaze and
sign, a relationship that extends beyond existing attributions
and partitions. In this manner, they offer a place in which
the gaze can produce another economy of visibility that exists
beyond instrumentalization and objectivization, and address
desires that are not limited to ownership and appropriation.
In these photographs, difference resonates in a manner that
reveals it to be simultaneously present and absent, real and

fictional, flaunted and concealed.

Politics

The only image in the exhibition that Adika did not create,
an existing image that he chose and manipulated, is Untitled
(Biilent Ersoy).” ° This is an enlarged copy of a record cover
featuring the Turkish transgender singer Biilent Ersoy, who was
born as a man and began a sex change process at the height of
her musical career. In this image, Ersoy directs her gaze at the
viewer, and her portrait is surrounded by an ornamental frame
composed of golden arabesques. One may argue that in the
context of this exhibition, Ersoy’s image is the quintessential
embodiment of the strategy of disidentification, of the refusal
to “fulfill a role,” leading to new partitions of the sensible by
creating new kinds of attributions between “those who have no
part”and the types of visibility and expression that define them.

The issue of associating individuals with predefined
groups already concerned Adika in the series he created for
the group exhibition Mother Tongue, which centered on
“Mizrachi” artists — Israeli-Jewish artists of Middle-Eastern
or North-African origins. Adika’s series of portraits featured
the participants in the exhibition. Yet instead of presuming
their affiliation with the category of Mizrachi identity, for
instance by employing a uniform, typological manner of
photography — he chose to use the photographic process
itself in order to examine the question of how individuals
belong to a group. That is, rather than duplicating familiar

photographic conventions and presenting the photographs
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as proof of belonging, as is the case, for instance, in police
photographs, he used the encounter with his subjects, and the
photographic situation itself, to study the ways in which the
subjects were present in the space and presented themselves
to his gaze. Through the photographic act, Adika showed that
individuals are not “autonomous wholes,” but rather that they
always operate in an intersubjective sphere of communication
that is part of a concrete social reality; yet he also implied
that they cannot be reduced to mere products of this sphere,
since they can react to it and act within it. The question of
how individuals belong to a larger social whole, and what
means of expression and visibility are allotted them, is of
course a political question. Yet as Ranciére argues, and as
the photographic series “Mother Tongue” demonstratesd,
this is not necessarily a question of identity, but rather of
disidentification.’

Just as in his portraits Adika avoids transforming
the face into a physiognomic code that defines identity, so
when he focuses on objects he avoids tranforming them
into fixed cultural signs. Rather than centering on signs,
the exhibition examines processes of signification, and the
semantic and aesthetic vacillation of the ornament between
place and identity. As a point of departure for a discussion
of this strategy, one may turn to two photographs, Untitled
(Nazareth A) * ®and Untitled (Nazareth B),” ’ which both
feature unfinished houses in Nazareth where a number
of carpets put to air out in the sun come to represent their
interiors. The houses are photographed from the same spot, yet
from different angles, which alternately reveal and “conceal”
the fir tree in the foreground. In one of the photographs, the
fir tree is seen alongside a schematic image of a palm tree on
a brown carpet, which serves as a sign that defines a desert
expanse that also includes a ceramic jug. In this context,
the palm tree is part of an Orientalist image that presents
the “Orient” as a set of frozen signs. This interpretation is
bolstered by the presence of an adjacent green and yellow
carpet whose pattern of intertwined flowers is framed by a
classicist, abstract pattern.

As is the case in the photographs of flowers, here

too elements that appear to belong to disparate “sources” are



revealed to be similar or related. In this case, what is at stake
is the relation between the figurative and abstract images
featured in the carpets, as well as between figure and ground.
The palm tree is a sign of the “hot” Orient, while the fir tree
symbolizes the “cold” West. Another type of fir tree, covered
in snow and flanked by penguins, appears, for instance, on a
linoleum tablecloth in the photograph Untitled (Bag of Pita
Bread).” '® The figurative image of the palm tree and the carpet
supposedly represent a form of “Oriental taste” characterized
by visual excess, which stands out in contrast to the abstract
geometric pattern that implicitly relates abstraction and
classicism to Western culture. Yet in this exhibition, stylistic or
formal definitions are presented not as determining different
modes of observation, but rather as dependent on them. For
instance, in the photograph Untitled (Barcelona),” '® which
features a closeup of a shiny, decorative pattern painted onto a
wall, a figurative image of densely intertwined palm fronds is
transformed into an abstract ornamental pattern. In this case,
the manner in which the photograph was taken underscores
the existence of a repetitive pattern, since it leaves no margins
and does not reveal where the wall ends. The painted image in
the photograph thus functions both as a minimalist, abstract
pattern and as an ornamental object whose materiality and
presence are underscored by the shimmering light reflected
off its surface. This concern with the surface adds another
layer to the exhibition’s preoccupation with the manner in
which objects put themselves on display, and ties together the
photographs of the carpets, the linoleum and the painted wall
to the photograph Untitled (Restaurant Interior).” " Here
the relationship between interior and exterior, between the
surface and the physical presence of the objects, is apparent in
every component of the photograph: in the chairs that appear
to be covered while the cover is in fact part of their design, in
the table’s Formica top, in the decorative paint or wallpaper,
the curtains and the linoleum.

And now back to the image of Biilent Ersoy. Adika’s
only intervention in this image is the golden color applied to
the ornamental arabesque frame, which was originally blue.
Ersoy’s sex change is visually echoed by this change of color,

which may be related to a change in the image’s meaning. If
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the color blue alludes to Turkey’s identity as a Muslim country,
and to the abstract ornaments on Mosque tiles, the gold
may be associated with the mosaics ornamenting Byzantine
churches. The singer’s sex change is related, in this context,
to the discourse on Turkey’s concrete status as a country that
is located, both geographically and culturally, between East
and West. The color is thus revealed to be not merely an
external cover, but rather an “aesthetic” choice: it is a product
of the partition of the sensible and of specific economies of
visibility, which build on religious and cultural values that
encode different relationships to visual images — Islam’s total
prohibition on the making of images in contrast to their
apotheosis in Christianity. Adika’s intervention reveals that
the exhibition’s aim is not to catalogue different “aesthetics,”
but rather to act within the partition of the sensible in order to
bring into contact different formal and aesthetic values such as
figuration and abstraction, ornament and pattern, surface and
object. In this sense, the exhibition produces an aesthetic of
disidentification, in the context of which signs are not codes
waiting to be interpreted, but rather a point of departure for
the production of movement; not “anthropological” maps
that identify different places and cultures (Acre, Nazareth),
but rather dynamic diagrams of relations between surfaces,
environments and bodies in which the sensible is redefined on

both a perceptual and a political level.

Photography
The exhibition’s concern with the relationship between gaze
and value unfolds alongside an awareness of the specific
type of action undertaken by photography, and of its place
within the partition of the sensible. Alongside a focus on
images that represent an obsolete visual rhetoric, in which
drawing imitates painting or a photograph is retouched to
the point of resembling a painting — images that function
simultaneously as objects and signs — the exhibition also
presents photographs that manifest the way photography
leads to the dematerialization of the photographed object.
In the photographs of display windows on Allenby Street,
Untitled (Allenby A)®"° and Untitled (Allenby B),>'° Adika

focuses on glass figurines which, because of the use of a

selective focus, a diagonal angle and strong afternoon light that
creates a shimmering effect, appear not only blurred but also
abstracted into scintillating points of light. This visual strategy
of dematerialization and abstraction alludes to the transition
from analog photography to digital photography, and to the
fact that the photograph is no longer an index that entertains
a photo-chemical relationship with the photographed object.
This transition is of course critical on an epistemic level, since
it changes the relationship between evidence and vision, a
change that explains the presence of the owl as a symbol of
seeing and reason in the photograph. The digital translation of
the visual information into pixels is echoed in the images of
the display windows, and in the decision to paint the gallery
walls in toned-down shades of green, blue (light blue) and red
(pink), the primary colors of photography.

In the history of photography, display windows are
a theme related to the works of Eugéne Atget, who in the
late nineteenth century photographed the old Paris, which
was disappearing in the wake of the modernization process
imposed by Baron Haussmann. The value of Atget’s work was
first recognized by the Surrealists, thanks to their interest in
the obsolete, in mirrors and in deceptive reflections. Rosalind
Krauss argues that due to the indexical status of photography
and to its automated character, the Surrealists saw in it a
visual parallel to automatic writing, which they defined as a
“photography of thought.” She notes that it is only through
photography that one can understand the Surrealist categories
of the “marvelous” and of “convulsive beauty.” The marvelous
is born, according to the Surrealists, with the transformation
of the familiar into the unfamiliar and of the unfamiliar
into the familiar, hence the interest they displayed in the
dolls and mannequins photographed by Atget and by Hans
Bellmer. Convulsive beauty, by contrast, was associated with
the transformation of reality into a representation, a sign of
desire. This is the case, for instance, in Man Ray’s photographs
of various objects (such as hats), in which the angle and
cropping choices make the photographed objects resemble
male or female genitals, as part of the “eroticization” of the
“real.” The role of photography was crucial in the context of

these different strategies, since it allows for the splitting of the

48

“real” and the exposure of the imaginary and the illusory as an
integral part of it. The photograph is a double, a mirror image,
but also an index and a part of the real; it thus undermines
the oppositions and divisions that the Surrealists worked to
undo.”

The use of photography as a practice that operates
within the “real” rather than as its “representation” relates the
exhibition Every Monkey is a Gazelle in Its Mother’s Eyes to
the photographic strategies employed by the Surrealists, and
to their interest in the obsolete, in display windows and in
doubles that are simultaneously present and absent. In Adika’s
photographs, the crystal ball and the swan (an animal that
represents transformation in the Romantic tradition) featured
in the display windows appear “marvelous” because they
transform the everyday and banal into something stunning
and mesmerizing. Yet at the same time, the photographs
expose the transformation of the noble, majestic swan into
a commodity with a price tag, and of the Renaissance bust
into a jewelry stand. The photographs also produce a kind of
“convulsive beauty” in which the “real” is encoded as a sign,
for instance in the closeup of the decorative wall pattern or
the photographs of flowers. Yet these identical practices are
used in very different historical contexts, which give rise to
the differences in their meanings and effects. One difference
is that this exhibition takes place at a time when photography’s
epistemological status as an index, and by extension its political
and critical role, are questioned due to the transition to digital
modes of production. This explains the choice to present a single
black-and-white photograph, Untitled (Allenby C),* " yet one
that has been digitally produced. In this sense, the exhibition’s
concern with the obsolete is self-reflexive, since it also relates
to the medium of photography itself and to its historical modes
of production and presentation, such, for instance, as the focus
on shop signs and posters whose visual rhetoric builds on
painting or drawing. The relationship between photography
and painting was central to the understanding of photography
in the nineteenth and early twentieth centuries, especially in
the context of the problem of realism. Today, by contrast, the
discourse on photography focuses on problems of virtuality.

In this sense, the exhibition points to historical difference as a



way for thinking about the contemporary challenges faced by
photography as a critical practice.

Another important difference is related to the
fact that this exhibition is devoid of the utopian dimension
that accompanied the activity of the Surrealists, and which
involved an absolute belief in the positive, liberating forces of
the imagination and the unconscious, and in the possibility of
reconciling contrasts and instituting significant social change.
By contrast, the exhibition Every Monkey is a Gazelle in Its
Mother’s Eyes operates in a geographic, political and cultural
sphere shaped by conflicts and tensions. In this context, the
sensible is not a key for change as it was in the case of the
historical avant-garde, but is rather itself a product of divisions
and definitions that present contrasting demands in relation
to what is defined as the common sphere. The exhibition thus
does not present viewers with a naive process of reconciliation
that effaces difference, but rather with the possibility of
generosity based on the recognition of difference and on a

deep desire for dialogue and contact.

In the contemporary geopolitical sphere, generosity is a rare
commodity, as is sharing. Nationalism and racism, by contrast,
are much more in demand. The power of the exhibition
Ewery Monkey is a Gazelle in Its Mother’s Eyes is based on its
insistence that a fundamental discourse on the relationship
between place and identity can be produced without separating
the aesthetic from the political, for aesthetics is not merely a
matter of beauty, and political engagement is not merely a
matter of documenting wrongs. Both are faced today by the
same violent monster of consensus based on surveys with
predetermined agendas that define the “real” according to
preexisting divisions between “them” and “us.” The power and
courage that imbue this exhibition stem from the possibility
it offers to see differently: a form of seeing based on desire, yet

devoid of an exproprietary drive.
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Untitled (Belleville), Paris 2008, color photograph, inkjet print, 83x118
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110x155 ,03A3°8 NODTAA Y3 O193N ,2008 0IRD, (2 WL P) NINII RDD 110x155 ,03A3°8 NODTAA Y% D98N ,2008 OIRD, (X WVP) NIANID RHD
1V +xV00 (duads delb diglo 8yg0 ¥+ A sl (< GRS) Olgas Hgs YV +xV00 (duads dels diglo 8yg0 Y+ A sl ‘(i JS) Olgas Gaw
Untitled (Kitsch B), Paris 2008, color photograph, inkjet print, 110x155 Untitled (Kitsch A), Paris 2008, color photograph, inkjet print, 110x155
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Untitled (Restaurant Interior), Akko 2008, color photograph, digital print (Lambda), 43x65 Untitled (Barcelona), Barcelona 2007, color photograph, digital print (Lambda), 43x70
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Untitled (Pink Portrait), Akko 2008, color photograph, digital print (Lambda), 80x53 Untitled (Bag of Pita Bread), Akko 2008, color photograph, digital print (Lambda), 80x53
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Untitled (Allenby A), Tel Aviv 2009, color photograph, inkjet print, 118x173
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Untitled (Allenby B), Tel Aviv 2009, color photograph, inkjet print, 125x168
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Untitled (Allenby C), Tel Aviv 2009, color photograph, inkjet print, 85x118
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Untitled (Paris), Paris 2008, color photograph, digital print (Lambda), 46.5x74
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Texd (didady delds Dgle 8yg0 ((O) Yo oA 80l (Glgis How Texd didads delds dighe 8y50 ((i) YA 8 polll Hlgie Hgm
Untitled, Nazareth 2008 (B), color photograph, inkjet print, 60x90 Untitled, Nazareth 2008 (A), color photograph, inkjet print, 60x90
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Untitled (Biilent Ersoy), 2009, mixed media (inkjet color print, gold silk print), 100x100
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