Roni Taharlev 17700 N

Virgins and ni?ma
Goldfinches nI'niNi
Curator: YN

Dr. Ronald Fuhrer 319 T3 AT

Opening 11.02.2016 Anmo



The Old Masters’ Visit — on Roni Taharlev’s Portrait Paintings
Dr. Ariel Hirschfeld

The portrait is the most clichéd genre in Western painting. Its
documentary usage (prior to the invention of the camera) and its class
connotations made it ubiquitous, self-evident and banal. The great
masterpieces of the genre, from the Italian Renaissance to this day,
have been the exceptions to this rule. But they do not tip the scales.
Portraits are closer to being a decorative or ceremonial accessory than
a work of art that expresses artistic vision or articulates some insight
about human life. Most of the portraits hanging in museums bore us,
burdening us with their plea for attention. Standing in front of a painted
human face seems to force the viewer into well-trodden, long-accepted
ways of seeing and apprehending, erasing his or her new uniqueness.

Only an acute awareness of these facts can save portrait painting from
this fate. Only a painter who remembers this genre’s illustrious past can
transcend the habitual yoke of “the-immortalizing-gaze” and paint a
person from a new angle, offering a new perspective on the portrait.

Some of the greatest modernists (first and foremost among them
Picasso) did exactly that. Viewing Picasso’s portraits, one sees the layers
of memory embedded in the painting: the gestures of Velasquez, the
angles of Titian, the “classic” composition of Ingres — all of these
reverberate in the painting like an incessant sound box. Picasso’s
modernism revealed that the modernist tension consists not only of
breaking with a long tradition but also, and perhaps mainly, of its
rethinking.

Three generations later, in the Israeli light and context, Roni Taharlev
continues this rethinking from a different position — a post post-
modernist one; a more personal, intimate, less declamatory, and also
more intellectual position than that of modernism. Simply — because
modernism for her is also a “classical” past. Roni Taharlev looks at the
person sitting in front of her from a complex and surprising position.
Thus, in order to generate a gaze that incorporates a great awareness
of the history of the painted portrait, she must refuse some of the
contemporary world’s dominant norms regarding “the human figure”.
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Firstly — she refuses psychology. She refuses to look through a gaze that
engages in “understanding the psyche” in our contemporary world. Her
painted portraits eschew any reference to a psychic past or to psychic
states in line with current typology. Secondly — she refuses the class and
ethnic divisions prevalent today, especially after the emergence of a
post-colonial sensibility. She abstracts her figures from any such
classifying context. The gender context becomes similarly blurred in her
paintings. It is clear, of course, what is a woman and what is a man in
her paintings; but she purposefully blunts her portraits’ erotic presence.
The refusal of gender classification is especially fascinating, because
here Taharlev refuses not only the diktats of the present generation,
but also the traditional masculine gaze that Titian, Velasquez and Ingres
cast on their feminine models. Taharlev is seeking a different gaze, born
from a complete respite from those shouting voices around her that lay
out the imperatives of artistic representation.

Beginning with these refusals, which serve her painting as a kind of
necessary ground, Roni Taharlev has developed her own special gaze; a
gaze that alternates between retreating to the past and returning to the
present. Her gaze seems to turn again and again to the old masters, as
if asking their advice, learning from their practice, momentarily
adopting their ancient gaze. Roni Taharlev has developed a wonderfully
poetic way of conversing with some of her old masters — Titian,
Giorgione, Direr, Cranach, Velasquez, coffin painters from Roman
Egypt, Cézanne and many others. It sometimes seems as if they are
sitting next to her and making useful comments.

The portrait of Reut sitting, for example, was made in an intensive
dialogue with Cézanne. It is not at all a pastiche of Cézanne, however,
but rather an intriguing and loving study of the connection between
gaze and paint application in Cézanne. In general, Taharlev’s connection
with Cézanne is especially profound and seems almost unconscious, a
kind of base layer underlying all her art. This wonderful portrait is also a
useful opening for sensing the attitude, or the mood that pervades
Taharlev’s internal symposium with her old masters. It is neither
iconographic allusion nor boastful affinity with the greats, but rather a
kind of friendship that grows from intimate study. It is something
humorous, playful, displaying great virtuosity, but at the same time very
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serious, professional/practical/technical. Something that requires work.
Application. Getting one's hands dirty. Enjoyment and pride in one’s
work, as well as the humility, constant learning and self-criticism of real
labor. An atmosphere that is in no way typical of the industry of
contemporary art.

The “Virgins and Goldfinches” series is a different chapter in this
internal symposium: a manifesto expressing love for the old masters
while refusing their world. This refusal, however, is completely different
from the post-modern refusal that looks down on the old masters as if
their views were inferior. Roni Taharlev’s refusal to paint “Virgins” in
the full style of a painter like Lucas Cranach takes shape precisely within
fascinating variations on his nude women figures. She doesn’t renounce
the gestures, the nudity and the sense of virginity; quite the contrary.
Surprisingly, feminine virginity appears here not only in the title but in
the whole feminine presence of the painted girl. This virginity, however,
cannot become an object submitted to the viewer’s voyeuristic
consumption. Taharlev changes completely the meaning of nudity. Or in
Kenneth Clark’s words — this is not Nude, but Nakedness. Here the
virgins are present as girls who are steeped in utter loneliness and who
are completely unaware of the gaze that is directed at them. They are
locked in their vulnerability, far from sexuality; sad, staring, childlike.
They don’t know what the world, and painting included, wants from
them.

The portrait of a woman “After Titian” is created from a different
position: the composition is a conscious, deliberately theatrical
imitation of the mise-en-scéne in a portrait by Titian. Taharlev,
however, is not interested in Titian’s painterly whole or in his technique
for creating light and textures. She wishes to see a woman behind the
stylized placement of a 16%-century lady seen through Titian’s
aristocratic gaze; a gaze that is the perfect embodiment of Castiglione’s
“Courtier” (Il Cortegiano). And here lies the crux of the matter: the
citation, which is a gesture of homage, is situated within the very
present context of paint dubbings and within the very personal
painterly practice of Roni Taharlev. The ancient gesture is surprisingly
invited into a contemporary psychic context. This psychic context is
Roni Taharlev’s colors and the way she applies the paint: the dry,
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dusty, dirty colors. These soft-spoken colors are linked to the expressive
voice that infuses all her paintings: Roni Taharlev’s voice. Like Leah
Goldberg’s sonnet cycle “Ahavatah shel Teresa de Moun” [The Love of
Theresa de Moun]: a noble woman from the 16% century in the dusty
experience of the now.

It is no coincidence that this dirty color, the charged gray that contains
mutually-contradictory browns and blues and violets, achieves its fullest
force in Taharlev’s two self-portraits. These are powerful portraits. They
are the only paintings in this exhibition that highlight a strong psychic
expression. A somber, sorrowful expression. In the more colorful 2012
portrait, the gray seemingly threatens to flood the face from the
direction of the hair and the left hand corner, but its origin is clearly the
expression in the eyes. In the 2014 portrait, the entire painting is
submerged in intense gloominess. One hundred shades of gray. These
shades of gray, however, create a wonderfully variegated world. While
not undercutting the sorrow that infuses everything, this variety reveals
the vitality that surges through it.

This portrait, so traditional in terms of its composition, with the
traditional gesture of the painter holding the paintbrush in front of the
easel, has left the entire stage for the painter’s personal expression as a
psychic presence, weighed down by a heavy past and a grief that nearly
paralyzes her.

Gal’s portrait, for example, which recalls portraits from Northern
European of the 15% and 16t centuries, contains an overt conflict
between the colors on the one hand (the azure of the sky and the rouge
of the skin), and the desire to blur them on the other hand, as if to
absorb them completely into the canvas. The painter does two opposite
things: she creates a strong portrait of a “rough” person in the style of
the northern Renaissance, and at the same time attempts to dull and
erase it until it becomes a kind of archeological relic of an ancient
portrait that had become almost too faint to be recognized. The
portrait is so absorbed into the canvas that it looks as if it is submerged
in the fabric itself, like a legendary Veil of Veronica. In this portrait the
viewer feels with especial force the conflict between Taharlev’s
contemporary presence and the past voices she invokes. Without this
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conflict her works would have been mere fictional citations.

Paint, and the interesting, intensive and extremely delicate way it is
applied (the paint is fine and dry, almost sandy) are surely the most
dramatic signs of Roni Taharlev’s powerful presence in the rich
symposium that is played out in all her paintings. It is precisely in it, it
seems, that Taharlev’s identity, steeped in the present and setting itself
apart from the old masters, takes place. Paint, for her, is not the agent
of light; nor is it, just as importantly, the agent of matter, object or the
human body. As in Cézanne, it is the expression of the painting hand
and of the act that emanates from it. It is the thing. Not the painted
object, which is like a wall against which to hit the ball.




Exhibition views







Uriah, 2014 Gal, 2014
Oil on canvas stretched over wood Oil on canvas stretched over wood
30X20cm 30X20cm

SOLD SOoLD



Aya, 2015 Aya, 2015
Oil on canvas stretched over wood Oil on canvas stretched over wood
120 X 100 cm 140 X 100 cm



After Titian, 2013

Oil on canvas stretched over wood
140 X 100 cm

SOLD



The Yiddish Student, 2015 Reut Sitting, 2015
Oil on canvas stretched over wood Oil on canvas stretched over wood
120X 90 cm 140 X 100 cm



Tal, 2015 Lily, 2015
Sketch, oil on canvas stretched over wood Oil on canvas stretched over wood
30X20cm 29 X45cm

SOLD



Reut, 2015 Carmit, 2015 Yaara, 2015
Oil on wood Oil on wood Oil on wood
21X22cm 22X22cm 24 X22cm



Maya, 2015 Maya, 2015 Reut, 2015
Oil on wood Oil on wood Oil on wood
22x21cm 22 X21cm 22X21cm



Untitled ,From the Series ‘Virgins and Goldfinches’, 2015

Oil on canvas stretched over wood and Goldfinches’, 2014
120 X90 cm

Oil on canvas stretched over wood
100 X 70 cm

Virgin and a Goldfinch, From the Series ‘Virgins

SOLD



Holding, 2014
Oil on linen on wood
100 X 70 cm

From the Series ‘Virgins and
Goldfinches’, 2014

Oil on canvas stretched over wood
90 X 63 cm



Woman in Black, 2016 Sivan, 2013 Spanish Lady, 2013
Oil on canvas Oil on wood Oil on wood
40X 25 cm 50X 27 cm 30X20cm



Self Portrait, 2012
Oil on canvas stretched over wood
35X35cm

SOoLD

Self Portrait, 2014
Oil on canvas stretched over wood
60X 44 cm



Reut, 2015 Girl With a Black Bird, 2015
Oil on canvas stretched over wood Oil on linen on wood
49 X39cm 60 X 50 cm



Pustema with Gold Leaf Background, 2013
Oil and gold leaf on wood
33X23cm

Black Yaara, 2015
Oil on wood
24X 22 cm

SOLb



The Naked Aya, 2015-2016
Oil on canvas stretched on wood
120 X 190 cm



