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Ohad Meromi, The Boy

from South Tel Aviv, 2001,
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beads, collection of The Israel
Museum, Jerusalem
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Jean Auguste Dominique
Ingres, The Turkish Bath, 1862,
oil on canvas on wood panel,
108x110, collection of the
Louvre Museum, Paris
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Sandro Boticelli, The Birth

of Venus (detail), 1484-1486,
tempera and oil on canvas,
172.5x278.5, collection of
Galleria degli Uffizi, Florence
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Todd Samuel Presner, Muscular
Judaism: The Jewish Body and
the Politics of Regeneration,
Routledge, 2007, New York,
pp. 1-2.
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Shimon Korbman, In the Public
Showers on the Beaches of

Tel Aviv, 1927. Collection of
Shimon Korbman, by special
permission of the gereral
administrator, the state of
Israel, as the executor of S.
Korbman's estate & Eretz Israel
Museum, Tel Aviv
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Yohanan Simon, In the
Shower, 1952, oil on canvas,
95x65.5, collection of the Tel
Aviv museum of Art, Tel Aviv
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Paul Cezanne, Bathers,
1890-1891, oil on canvas,
54.2x66.5, collection of
Hermitage Museum, St.
Petersburg
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Elie Shamir, Two land workers
1989, oil on canvas, 30x30
Private collection, Israel
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Ruven Kuperman, Self Portrait with my Dad
2007, oil on wood, 150x105
Collection of the artist
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Dor Guez, Untitled
2009, c-print, 55x70
Collection of the artist
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Hadas Hassid, Boy
2000, pencil and acrylicon paper, 200x70
Courtesy of the artistand The Heder, Contemporary Art, Tel Aviv
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Uri Gershuni, Philip
2007, lambda print, 100x85
Collection of the artist
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Gil & Moti, Deep Sleep
2005, watercolor on paper, 76x57
Collection of the artists
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Gilad Efrat, Self Portrait
2000, oil on photograph, 100x60
Courtesy of the artist and Noga gallery of contemporary art, Tel Aviv
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Elie Shamir, Love
2004, tempera on paper, 36x27
Courtesy of the artist and Alon Segev gallery, Tel Aviv
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Ady Shimony, Untitled
2008, lambda print, 80x110
Collection of the artist
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Pamela Levy, Bathers
1992, oil on linen,160x130
Private collection, Tel Aviv
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Shai Zurim, Untitled
2004, ink on paper, 32x32
Collection of Benno Kalev, Tel Aviv
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Simcha Shirman, Self Portrait in the Bathtub, Room 222, Germany

46



D'1111 02 ,7X'17 17N
130X100,71 7V 1N ,2008
1'IX 771, 71OV TIINRYT K31 1721 TIINKT 117K

Melanie Daniel, Stolen Waters are Sweeter
2008, oil on canvas, 100x130
Courtesy of the artist and Noga gallery of contemporary art, Tel Aviv
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Etamar Beglikter, Son of David
2009, mixed media, 48x26
Collection of the artist
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Oded Yedaya, This case
1988, felt-tipped pen on silver print, 20x30
Collection of the artist
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Melanie Daniel, Pawn
2008, oil on canvas, 240x160
Courtesy of the artist and Noga gallery of contemporary art, Tel Aviv
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Benyamin Reich, Summer
2002, silver print, 35x35
Collection of the artist
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Erez Israeli, Bound
2008, video, 2:25 minutes
Courtesy of the artist and Givon art gallery, Tel Aviv
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Simcha Shirman, Sitting on a Bed, Room 613
1999, silver print, 37x55
Courtesy of the artist and Gordon gallery, Tel Aviv
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Ohad Matalon, Concentration
2005, c-print, 40x60
Collection of the artist
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Eliezer Sonnenschein, Hammer Dick
2009, c-print, 70x46.5
Courtesy of the artist and Sommer contemporary art, Tel Aviv
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Lea Golda Holterman, Untitled
2008, lambda print, 90x90
Collection of the artist
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Micha Kirshner, Yitzhak Bachar - Security Officer and Poet
1985, c-print, 120x120
Collection of the artist
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Eliezer Sonnenschein, Levi’s
2001, c-print, 30x21.5
Courtesy of the artist and Sommer contemporary art, Tel Aviv
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Gil & Moti, Gaash Beach 6
1998, oil on canvas, 60x80
Private collection, Tel Aviv
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Galia Pasternak, On the beach
2008, ink and aquarelle on paper, 22x30
Courtesy of the artist and Noga gallery of contemporary art, Tel Aviv
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Noam Holdengreber, Untitled (from the Chamber Music series)
1997, c-print, 51x38
Private collection, Tel Aviv
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Pesi Girsch, Via Ein Harod
1991, silver print, 35x50
Collection of the artist
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Doron Rabina, Untitled (from the Rimming series)
1998, spray-paint on magazine page, 28x20 each
Courtesy of the artist and Rosenfeld gallery, Tel Aviv
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Rakefet Viner Omer, Fantasies of Men in Uniforms
2006, mixed media on magazine page, 27x39.5
Courtesy of the artist and shay arye gallery, Tel Aviv
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Sigalit Landau, Untitled
2008, etching, 61x80
Collection of the artist
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Ofir Dor, Decapitated
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Boaz Tal, Little Red Riding Hood with a Duck (from The Common Sabra series)
1984, silver print, 12x12
Collection of the artist
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Moshe Gershuni, Untitled
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Pesi Girsch, On the stage in Tel Gezer
1989, silver print, 35x50
Collection of the artist
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Eran Nave, Me
2006, pen, felt-tipped pen and colored pencil, 29.7x20.3
Private collection, Ramat Gan
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Eliezer Sonnenschein, Suck It Gun
1998, acrylic on plaster, 30x100x8
Courtesy of the artist and Sommer contemporary art, Tel Aviv
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Tamir Lahav-Radlmesser, Untitled (from Model & Still Life series)
2006, silver print, 28x28
Collection of the artist
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Zoya Cherkassky, Action Toy
2002, hand-painted polyurethane cast, h:20 cm, from a series of 100
Courtesy of the artist and Rosenfeld gallery, Tel Aviv
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Asad Azi, Self Portrait on a Toy Donkey
2008, oil on paper, 52x38
Collection of the artist
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Natan Dvir, Refugee in shower
2007, c-print, 60x90
Collection of the artist
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Ofer Lellouche, Self Portrait
2001, bronze, 111x37x25
Collection of the artist
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Tamir Lahav-Radlmesser, Untitled (from Model & Artist series)
2006, silver print, 28x28
Collection of the artist
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Ora Reuven, Naked Men
2008, video, 8:12 minutes
Collection of the artist
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The Restored Nose and the Castrating Snake: The Artist
Responds

Following the publication of the Modi series, artists discovered the potential
market for erotic prints, but this time took precautions. Rosso Fiorentino and
Perino del Vaga's series The Loves of the Gods drew its inspiration from the
Modi, but the artists refrained from signing their work, refined the sexual act,
and iconographically justified (or excused) nudity by employing a mythological
narrative (fig. 11, p. 31). Even though an aggressive reaction was spared from the
series, several copies were censored nevertheless.

The reaction of other artists to the criticism of the church was more radical.
Following the demand of the influential preacher Savonarola that the inhabitants
of Florence bring all forbidden objects and printed materials to a public burning,
Fra Bartolomeo and Lorenzo di Credi burned their drawings of nudes. The sculptor
Bartolomeo Ammanati also dealt with his remorse, though in a moderate way. He
asked the Duke of Tuscany for permission to cover parts of his nude statues, while
he intended to turn others into allegories."

As for Michelangelo, Vasari recounts two anecdotes about the artist’s original
reaction towards criticism. Shortly before the statue of David was placed in the
Piazza della Signoria in Florence in 1504, one of the spectators, Piero Soderino,
complained that David’s nose was too big. Michelangelo, realizing that this
grumble was the result of the spectator’s low viewpoint which distorted the
statue’s proportions, grabbed a few pieces of marble and immediately climbed up
the statue and pretended to chisel the nose while allowing pieces of marble to fall
down. Surprisingly, Soderino was satisfied with the outcome, though no alterations
were made. Apparently, there is no connection between this story and David’s
nudity; however, Paul Barolsky reminds us that nosa in Italian slang means “penis,”
and so this anecdote may imply the real criticism toward the statue.’ In the second,
bolder, case, Michelangelo punished Biagio da Cesena for his censure of The Last
Judgment in a sarcastic way. Biagio is depicted as Minos in Hell, while a snake coils
round his body and bites his genitals. One may say that his body is censored by the
snake, which at the same time covers his penis and castrates him (fig. 12, p. 31)."

Indeed, the implication of castration was entrenched in the act of censorship.
Montaigne wrote that when he was a child, Roman statues were “castrated” at
the order by Pope Paul IV. Castration can be simply understood as the breaking
of the statue’s genitals, but during the Middle Ages this breaking was considered
an actual castration of the figure. Since the genitals of pagan gods and idols were
believed to contain supernatural powers, removal abolished those powers. In an
engraving from the series The Loves of the Gods (fig. 11, p. 31), the artist “castrated”
the figure of Vulcan by showing him with a broken penis, a self-censorship that can
be gauged as a parody of the censorship of Classical statues or of the Modi series."

Surprising Nudity

In some cases naked figures were concealed only to reveal them. The sudden
revelation of the veiled image enhanced the spectator’s viewing experience and
was intended to astonish or entertain. Sometimes such images were covered to hide
them from prying eyes, such as those of children and servants. The most common
means of hiding a painting, besides placing it in a back room or behind a closed
door, was to cover it with a curtain. Practically speaking, the curtain protected
the painting from dust and candle smoke. But masterpieces were also curtained
to highlight their magnitude and to create a theatrical, dramatic moment when
the curtain parted to reveal them. Conversely, religious pictures ascribed with
supernatural powers were covered with curtains in order to regulate the time of their
exposure. Curtains were also used to cover erotic paintings. Caravaggio’s Victorious
Cupid received special treatment from the art patron Vincenzo Giustiniani, who
refused to sell it, even for a high price. He covered it with a green silk curtain
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so that its beauty would not overshadow the other 120 paintings hanging in the
room, and he exposed the painting to his visitors only at the end of their tour of his
residence. In addition, a veil was needed to conceal Caravaggio’s depiction of Cupid
whose sexuality (homo/auto erotic?) and teasing smile undoubtedly overwhelmed
the viewer once the painting was revealed (fig. 13, p. 31).'°

In his 1620 treatise on painting, the physician and art collector Giulio Mancini
asserted that the most suitable place to exhibit sexual images was the bedroom.
This location prevented access by children, strangers, and maids and allowed
discrete exposure for the husband and wife. One image that demonstrates Mancini’s
recommendation frequently appears inside the lid of a cassone, a wooden chest for
women’s clothing. Opening the chest reveals a figure of a reclining male or female
nude. The figure plays a twofold role for the married couple concerning the stated
purpose and the only acceptable end of sexual intercourse at that time, namely,
procreation. First, looking at this figure was to evoke mutual passion in both
the husband and the wife and assure that the sexual act would be complete and
fertile. Second, the nude figure functioned as an amulet for successful conception:
according to the superstition, a concentrated look at images of beautiful men and
women increased the chances of giving birth to handsome, healthy children."”

The maiolica dish (tin-glazed earthenware) was another domestic object
decorated with hidden, erotic figures. Maritime scenes, appropriate to the
liquid content, embellished the bowls and were exploited by artists to represent
nudity, to demonstrate the artist’s skill in depicting a wide range of positions and
accurate anatomy and to entertain guests with provocative images. For example, in
Francesco Xanto’s The Sinking of the Fleet of Seleucus, a leaning man in the center
of the composition provocatively exposes his buttocks, while the tip of his penis
peeps from between his legs. One can imagine an amusing episode when a guest
at the Pucci residence (whose coat of arms, a moor’s head, appears on the bowl)
finished eating his stew and discovered a naughty bottom directed at him. This
figure, borrowed from the Modi series, summons not only sexual connotations but
also scatological ones, implying the act opposite to eating (fig. 14, p. 31)."®

Lastly, the process of revealing a hidden sexual image is exemplified by a
phallus disguised as a different entity. The sixteenth-century art theorist, Paolo
Lomazzo, recommended that artists camouflage sexual organs in foliage and fruits.
Indeed, the frescoed ceiling of the Loggia of Psyche in the Villa Farnesina in Rome
includes a peculiar vegetable. Concealed in the garlands of vegetation, a phallus
shaped as a zucchini with two eggplants as testicles aims to penetrate an open
fig, or fica, Italian slang for a vagina. Vasari praised this vegetable camouflage of
the phallus both for the wonderment in seeing two things in one object and for
the symbolic fecundity reinforced by this combination, implied by his synecdochic
description of the phallus as “Priapus,” the fertility god who was endowed with
an impressively large penis. The owner of the villa, Agostino Chigi, surely diverted
the attention of his guests to the bizarre vegetable, encouraged them to find it on
their own, or left them to ponder the figure of Mercury pointing to the phallus to
facilitate its detection (fig. 15, p. 31)."°

Depictions of male nude in the Renaissance and Baroque period did not always
suit the subject matter or the location of the work, and often the verisimilitude
of the nude figure hastened the spectator’s sexual arousal. Such images were
censored in various ways, either moderately or excessively: covering the picture
with a curtain or transferring it to a room with limited access; inking, erasing or
hiding the genitals in a drapery or a fig leaf; modifying the work or copies of it; and
demolishing the work through burning or smashing of it. The acts of censorship
indicate that at this time not every painting or sculpture of a male nude - not even
Michelangelo’s David — was crowned with an aura of ideal beauty, for it had the
power to embarrass or arouse the beholder.
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Michelangelo would have emphasized them as pudenda, implicated them with
shame, and contradicted Christ’s destiny as the savior from sin that brought
shame upon man from the beginning. Now we can also explain the resemblance
between Michelangelo’s Christ and Classical statues: only in antiquity, which
echoed a time when humanity was free from the Christian ideas of Original
Sin and shame, did the artist find inspiration in the form of the nude statue.
The difference, of course, is that while ancient statues preceded the notion of
Christian shame, Christ transcends sin and is thus considered as someone who
cannot be ashamed or censored.*

Arousing Pictures

Besides shame, another reason to censor nudity is the potential of a certain
painting or statue to stimulate the spectator sexually. The modern spectator
usually perceives these nudes as classical representations of an ideal beauty and
cannot comprehend how such images could provoke any real sexual arousal.
However, sixteenth and seventeenth-century fictional texts and factual incidents
confirm that art had the ability to stimulate the beholder sexually. In 1527, Aretino
assured the Duke of Mantua, Federico Gonzaga, that he would find great pleasure
in viewing the statue of Venus which he had commissioned for his bedchamber
from Jacopo Sansovino, for the statue would be so lively and real that it would
evoke licentious thoughts within the spectator. In one of his pornographic novels
from 1520, Girolamo Morlini describes a married woman who, while strolling
one night by herself in the streets, encounters in the market place a nude male
statue with an erect penis and becomes so aroused that she could not resist the
temptation to kiss the image. While rubbing her body against its genitals, she
succumbs to her passion and makes love with the statue until dawn. An equivalent
story of an actual incident, which occured in Venice in 1631, concerns a group of
men prosecuted for engaging in sexual impiety with a statue of Christ. Tales such
as Morlini's, as well as the aspiration of artists to create works that would fuel
the sexual drive within the spectator, were influenced by Classical texts. Pliny, for
instance, reports how Praxiteles’'s Aphrodite of Knidos was in need of constant
protection from sexual assaults of men, who left traces of their lust on the statue.®

Sexual arousal obviously was not the desirable response to religious pictures;
hence, theologians warned against violating the modesty of the depicted saints.
Yet, according to the sixteenth-century art historian Giorgio Vasari, friars in San
Marco, Florence, learned from confessions of female worshippers that a painting
of Saint Sebastian by Fra Bartolomeo (c. 1520) evoked sinful desires (fig. 5, p. 30).
Vasari claimed that the realistic nature of the painting provoked such thoughts.
In addition, the painting deviates from the conventional representations of
Saint Sebastian. Not only is the loincloth so transparent and minimal that the
saint is virtually naked (an unprecedented representation of Saint Sebastian
until that day), but his posture is also identical to that of Jacopo Sansovino’s
Bacchus (1510, Bargello Museum), a problematic resemblance between the saint
and the lustful, untamed god of wine. The removal of the painting from the
church and its relocation in the Chapter House, where only priests were allowed
to enter, detached it from its devotional setting in an attempt to reduce its
power as an object of sexual fantasy.®

A stranger case of a painting’s ability to evoke sexual excitement involves The
Sacrifice of Isaac, a work created for Cardinal Pompeo Arrigoni by the Florentine
painter Cigoli (c. 1607) (fig. 6, p. 30). Cigoli's nephew claimed, in words echoing
Vasari’s opinion of Fra Bartolomeo’s Saint Sebastian, that Isaac was so lively that
Arrigoni banished the painting to a back room of his villa. This action reveals
the patron’s awareness of the work’s ability to elicit sexual stimulation. Yet when
a visitor commented that he would prefer not to have seen the picture at all,
Arrigoni answered that the emotion evoked by the painting testified to Cigoli’s
talent, and that any sexual stimulation was the sole responsibility of the spectator.”
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Nudity in the “"Highest Chapel of the World” and Nudity for
the Common People

Art suffered from censorship without distinction of its nature or quality. Both
monumental art for elite audiences and popular art for laypeople became
victims of censorship: on the one hand, Michelangelo’s Last Judgment on
the altar wall of the Sistine Chapel (1535-41), whose audience included the
Pope, cardinals, and high-ranking religious individuals, and on the other hand,
lascivious engravings which were disseminated to the general public.

Three decades after David, Michelangelo faced yet another scandal.
Because of the naked figures in The Last Judgment he was deemed "an
inventor of obscenities (porcherie).” Even before the fresco’s completion,
Biagio da Cesena, the master of the ceremonies to Pope Paul Ill, had expressed
his discontentment with the vulgarity of Michelangelo’s nude figures,
and stated that “this was not work for the chapel of the pope, but for
bathrooms and inns.” Aretino similarly condemned the fresco and claimed
that Michelangelo “rates art higher than faith,” and that “a royal spectacle
of martyrs and virgins in improper attitudes... would be at home in some
voluptuous bathhouse, certainly not in the highest chapel of the world.”
While Pope Paul Ill supported Michelangelo, his successors censored the fresco
and even considered its destruction. Pope Paul IV (1555-59), for instance,
appointed Michelangelo’s pupil, Daniele da Volterra, to employ drapery to
cover the buttocks of the blessed climbing to Heaven and the privates of the
saints (consequently he was nicknamed il braghettone, “the breeches-maker”).
Censorship of the fresco intensified after the Council of Trent (1545-63), which
exploited art as a means of Catholic propaganda and dictated its nature,
including the prohibition of full nudity. Abandoned in the seventeenth century,
censorship resumed in the eighteenth century and was even considered in the
first half of the twentieth century. Finally, the restoration of the fresco in 1993
removed most of the draperies (fig. 7, p. 30).%

The church promoted censorship of engravings as well. The peak of this
interference occurred in 1596, when Pope Clement VIII included prints with
sexual content in the list of banned books. However, censorship of printed
material already began about a century earlier. One of the first victims was the
book Hypnerotomachia Poliphili (Venice, 1499), from which woodcuts of sexual
intercourse and exposed genitalia were expurgated. For example, in the depiction
of the altar of Priapus the phallus was inked over, and in another print it was
excised in advance in the printing shop, to preempt any external censorship. The
erasure was so thorough that in a single picture the lovemaking of Leda and the
swan was inked over and the foot of the rear elephant was erased after mistakenly
identified as the penis of the frontal elephant (fig. 8, p. 31). An especially aggressive
censorship was imposed upon the Modi series, sixteen engravings of Marcantonio
Raimondi after designs of Giulio Romano which show, like the Kama Sutra, a variety
of coital positions. Not long after this series was published in 1524, Pope Clement
VIl burned most of the pornographic engravings and imprisoned Raimondi.®

Effective censorship of engravings necessitated not only the destruction of
those that were already circulated, but also the prevention of printing others.
For this purpose one needed to modify the original metal plate of the engraving.
The original scene in an engraving designed by Parmigianino depicted Mars
and Venus in the midst of coitus which takes place literally behind the back of
Vulcan, Venus's cuckolded husband, during his forging vocation (fig. 9, p. 31). As a
result of censorship, the energetic intercourse was completely erased from the
metal plate and was replaced by the sole figure of a sleeping Venus. Her nudity
is moderate and conventional, not unlike Giorgione’s Sleeping Venus, and was
thus permitted for dissemination: she lies in the Classical manner of passivity, a
drapery covers her lower body, her gesture imitates that of Venus pudica, and
her closed eyes enable the (male) spectator an invading gaze (fig. 10, p. 31).
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The Male Nude and the Fig Leaf
Shame, Disguise and Censorship in Renaissance

and Baroque Art

Guy Tal

Not long after Michelangelo completed his famous David in 1504, a golden fig leaf
was commissioned in order to cover what the Venetian writer Pietro Aretino called
“the indecency of the colossus” (fig. 1, p. 30)." In the following centuries the statue of
David, or more precisely replicas and reproductions of it, would suffer numerous
acts of censorship. The most famous case involves the plaster replica which the
Duke of Tuscany offered as a gift to Queen Victoria in 1857. The queen instantly
disposed of the statue by presenting it to the South Kensington Museum (currently
the Victoria & Albert Museum), but that was not the end of the story. When she
visited the museum, the queen was shocked at the sight of David's pudenda, and so
a fig leaf was immediately commissioned to cover the area any time she or a female
member of the royal family would come for a visit (fig. 2, p. 30). Of all places, another
replica of the David covered with a fig leaf was erected at Caesar’s Palace Hotel
in Las Vegas, a city known for its excesses. Shortly after the statue’s debut, the fig
leaf was removed at the request of the public. The removal immediately sparked
another assessment of a significant matter: the size of David’s penis. After another
remodeling, the statue reappeared with a few strategically placed inches. Not only
replicas but also posters of the statue became a target for protest. In 1969 in Sydney,
Australia, a bookseller faced arrest after placing a poster of David in front of his
store. A similar incident occurred four years later in South Africa. Recently, Israel has
joined the censorship parade. In 2000, the city of Florence offered to create a replica
of Michelangelo’s David for Jerusalem as it readied to celebrate the 3000 years since
its founding. Nonetheless, the possibility of placing a nude statue in the sacred city
created such turmoil among the Ultra Orthodox, that ultimately Jerusalem accepted
a replica of a different statue: the fully dressed David by the fifteenth-century
sculptor Andrea del Verrocchio now resides in the Tower of David Museum.

If the methods of censorship, such as covering with a fig leaf, erasing the
offending parts, or actually removing the artwork from an inappropriate place,
have not altered over the years, then what has changed? One must bear in mind
that sexuality, as well as its concealment, repression, and censorship, is not a natural
matter but a cultural one, and therefore should be contextualized within time and
place. The cases of censorship considered in this article are contemporaneous with
the Italian Renaissance and Baroque artworks. In this article, | do not intend to
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blame the censor for misinterpreting or damaging art; neither will I show how
censorship changed the meaning or harmony of the work. Instead, my purpose is
to examine censorship as a cultural phenomenon and to view the artwork through
the eyes of the censor or the shocked spectator, as does David Freedberg in his book
about the power of images.2 This vantage point raises several questions. If Classical
sculpture, which includes many nude figures, was revived during the Renaissance,
and if the observation of the human body was an integral part of studying and
researching anatomy and proportion, then why were naked images censored?
When did these images begin to be regarded as illegitimate or unwanted? In what
manner were they censored? What was the reaction of artists whose work was
censored or condemned, and did this censorship affect the work of other artists?
How does the process of revealing the veiled object enhance the experience of
the spectator? My argument borrows from Michael Camille, a scholar of medieval
art, and from sociologist Kenneth Colburn. Both suggest that concealment can be
reckoned not only as an anti-representation, but also as a representation in its own
right.> The act of censorship allegedly negates and denies the object, but from
a different perspective it confirms and highlights its presence. Thus, the fig leaf
not only hides and denies David’s sexuality, but also exposes and emphasizes the
statue’s sexual character.

Adam and the New Adam

The fig leaf, associated with the story of Adam and Eve, identifies shame as the
reason for covering the genitals. The word “pudenda,” a derivation from the Latin
pudere, "“to be ashamed,” reflects the close connection between the state of nudity
and the emotion of shame in Western culture. The veiling of the nude can be an
integral part of the image (Adam and Eve covering themselves, Noah's sons covering
their father), but it may be imposed by a spectator uncomfortable with what is
perceived as an indecency. These two cases are intertwined in Masaccio’s fresco
The Expulsion from Paradise in Santa Maria del Carmine in Florence (fig. 3, p. 30). Eve
covers her pudenda in the classical gesture of Venus pudica, and Adam expresses
his shame by hiding his face. Surprisingly, Adam does not attempt to hide his nudity
(perhaps due to the lack of an artistic convention that conveys a man’s shame for
his nakedness). The censor, however, does so. Before the fresco was cleaned in 1989,
one could see the leaves painted over the genitals of Adam and Eve, a correction
to Masaccio’s deviation from the biblical story. Interestingly enough, Eve's veiling
hand did not satisfy the censor, who employed additional camouflage.

A figure whose display in the nude causes a great deal of embarrassment,
astonishment, and even repulsion is that of Christ. When King Philip Il of
Spain received Benvenuto Cellini's statue of the Crucifix as a gift from the
Duke of Florence in 1576, he immediately covered Christ's privates with a
handkerchief. Copies of Filippo Lippi’s Madonna and Child with Two Angels
(c. 1445, Uffizi Gallery), unlike the original painting, show Christ’s genitals as
covered. These are only two examples where painters stressed, or at least did
not hide, the sexuality of Christ. Leo Steinberg proposes several explanations
for this phenomenon. For example, Michelangelo’s Risen Christ in Santa Maria
sopra Minerva, Rome, presented an entirely naked Christ, a representation that
caused embarrassment and strong condemnation (fig. 4, p. 30). In contemporary
prints of the statue, a loincloth covers Christ's genitalia (the statue is still
exhibited in this mode today). Steinberg argues that Michelangelo’s choice
to leave Christ’s genitals exposed reflects Christian doctrine. Christ’s genitals
cannot be described with the word “pudenda,” given that his masculinity
differs from that of other men: he is innocent of all sin. Christ is exempt from
any punishment and shame, shared by Adam and Eve and all humanity, for
he did not participate in the Original Sin. Christ is the New Adam who comes
to redeem humanity from the effects of the Original Sin and to restore the
world to a state of innocence without shame. By covering Christ’s genitalia,
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The female gender is indeed weakened and discriminated against, says
Pierre Bourdieu in his book Masculine Domination, but the male gender is also
constantly enslaved to projecting masculinity by means of passing tests of courage
based on violence, pride, control and dignity. According to Bourdieu, aggression
is given legitimacy and even imposed on boys at a young age through sports
contests that are based on competitiveness and on the advantage of winning over
losing. Bourdieu adds that masculinity is relative and that a man’s biggest fear
is to be perceived as weak and therefore controlled and feminine.®® As opposed
to Galia Yahav, who sees in homo-erotic military games a confirmation of the
masculinity and homophobic heterosexuality of the participants, | find some
representations of male brotherhood and the flirtations it creates a means to
explore the ‘Other’ sexuality: the outcast, limited, intimate sexuality that bears
no witness but becomes an exploration of erotic curiosity created out of a will
to experiment under a humorous, playful disguise without concerns about social
conventions or sanctions.

A photograph by Oded Yedaya entitled This Case, 1988, shows a group of
young men in a rocky setting with reeds. Some of them are completely naked
while others wear only shorts (p. 51). The Israeli spectator would probably think
immediately that these men are soldiers in the midst of a pause between training
sessions and are freshening up in a natural water source without a trace of their
weapons or uniforms. Since these men are ‘our finest boys’ and the atmosphere
seems relaxed and amusing, this scene is legitimized: no sexual meaning or
thought emerges for the spectator or among the photographed figures. However,
the dense handwriting on the photograph forces the spectator to look more
closely and to examine the suntanned bodies and the bare bottoms that appear
fully in between the letters. The writing tells the story of a boy who squeezed
himself among sweaty soccer fans on a bus on their way out of the stadium.
During these moments, he felt a hand crawling up his thigh underneath his shorts.
The boy did not call for help, and as he struggled to keep his composure, he left
the bus at the next stop and realized, as he did the previous time, that he would
not tell a soul about what had happened. Yedaya weaves different storylines
which seem to be perfectly heterosexual ones about a group of soldiers at rest or
a heard of noisy soccer fans. But a closer look into the depth of this closeted men’s
club unveils quick, stolen glances at penises, hesitant touches, and amusing power
games. In a place where everyone is equal and there are no ‘usual suspects’, the
limits can be stretched through silent consent and mutual searching.

A remarkably similar but more ironic scene can be found in the works of
Melanie Daniel. This year, Daniel’s paintings are a turning point from her
depiction of landscapes inspired by her Canadian homeland. She now employs
Israeli landscapes and scenarios. One of her works depicts the outskirts of a
deserted military camp, in the middle of the desert, where a group of naked men
bathe under a water tank that hangs from the palm trees (p. 50). A pair of uniform
trousers is thrown to the side, and two shoes are hung up to dry. Two of the
bathers are seen from the back as they either soap themselves or scrub their loins
vigorously while one of them bends to “pick up the soap,” as in the old prison
joke, only his bottom is not seen by his fellow bathers. The glowing turquoise
and pink colors in addition to the sand-yellow sky create a sensual atmosphere
of twilight in an oasis where time is insignificant. In another painting from the
same year, appear two naked men reclining on blow-up mattresses in the cool,
crystal clear water of a swimming pool (p. 49). One man is reading a newspaper
while the other stares into space. The calm atmosphere that this painting conveys
is suddenly disrupted when the viewer discovers a window sealed with bricks, and
the broken walls of a building that expose a barren landscape that is dotted with
concrete fortifications. These men now seem like bionic soldiers since their faces
lack identification features, and they appear to be resting after a bombshell or a
nuclear disaster that its result — the phosphoric orange clouds, are as if bleeding at
the bottom of the pool. The pastoral illusion is forgotten at once and is replaced
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by an apocalyptic impression that takes control of the scene: is the spectator a
witness to the aftermath of a horrific event, or is he looking at the initiators of
the next one?

The exhibition Cockeye: Male Nude in Contemporary Israeli Art, takes place at
a time when a historical turning point occurs with regard to representations of
subjects of passion, beauty and imitation, in art, popular culture, the commercial
world and the media. Cockeye is an attempt to challenge the pathos that
characterizes the male presence, its controlling and depressing dominance, and
to project the male body naked of social conventions in a place where the ‘man’
becomes a human.
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painting still evokes such an atmosphere. Indeed it may not have been considered
as such at the time it was painted and won the prize but may have been regarded as
a depiction of relaxed, incidental nudity free of shyness or sexuality. Nevertheless,
one notices that there is no noticeable reason for these men to stand so close
together, and it seems that the boundaries of the canvas are what makes them
stand this way. In this closed setting, where the men are not facing the spectator but
rather face themselves, they seem unaware of the fact that they are being painted.
Erotic tension can be sensed at the sight of the leaning figure and the one that
stands so closely behind him, and one cannot help but ask why they are standing so
close to one another and why they are naked. The choice of the artist to depict the
figures in this way perhaps signifies his intention to convey his pride for the Zionist
male’s body and to show that the intensity of familiarity among members of the
kibbutz eliminated the need for privacy, even at the time of washing.

Simon’s bathers are reminiscent of the bathers in the works of post
impressionist Paul Cézanne, whom he admired (fig. 22, p. 24).5 Simon replicates
Cézanne's man, whose profile is seen with arms raised above his head, as the
man who is in the process of donning a white undershirt. The man who sits at
the left in Cézanne’s painting is depicted by Simon as the man who sits on a
bench and watches his fellow bathers. The bather whose back Cézanne painted
appears in Simon’s painting as the man who energetically dries his back with a
towel, while looking at his naked friends. The pale and cool bodies of the French
men who bathe in a natural setting is replaced by Simon with the brotherhood
of hard-working, suntanned Israeli workers. However, Simon’s painting includes
a figure that does not appear in Cézanne's work. This figure hides the penis
of the standing man, and brings all four men together to a point where their
bodies almost touch. Unlike the Cézanne’s men who maintain a distance from one
another and lack eye contact, Simon’s men not only stand close but also keep eye
contact. This feel is noticeable even though the artist employs a technique typical
of his work: the eyes are painted in such a manner that the spectator cannot
determine if these are open or closed. The figures at the edge of the painting
look at one another and the middle figure gazes down at the leaning figure
beneath him. It cannot be determined if these are lustful gazes, and although the
common perception about the painting states that this is merely a depiction of an
innocent, socialist way of life rather than a display of eroticism, the painting can
certainly symbolize not only the close friendship between the men but also their
longing for physical intimacy and human warmth.

An lIsraeli female pioneer artist in the painting of figurative and symbolic
male nudity, Pamela Levy displays in Bathers, 1992, three male figures that are
distant in feel of the pastoral bathers who inhabit the works of Cézanne and Simon
(p. 44). Ellen Ginton associated the paintings in this series to the theme of water and
bathing that symbolizes the soiled body and the will to clean it (physically) and
to purify it (spiritually).®® While it presents a water scene, the painting projects a
nightmarish atmosphere and a sense of dread. Three young men - one reclining,
one sitting and the other standing — appear fully nude in this painting. Their
penises alternately appear and disappear. Their faces are blurred in what seems to
be swimming caps, eliminating the possibility to identifying them as individual
figures, and thus they become anonymous to the spectator and to themselves. On
their back appears a striped black and white crescent that looks like a small, dark
window with no grilles, and under it are seen furnace-like or hellish orange flames.
These men seem uneasy in their postures. The one standing seems to be caught in
the midst of walking. The one reclining seems to be getting up or falling down,
and the waterfall that flows next to the darting flames makes the scene ambiguous
and difficult to decipher. Ginton claims that “painting of a naked man or a masculine
sexual organ, is taboo for a woman, and is possible only when the man is ‘sleeping’,
neutralized, non- seeing”.®® This interesting interpretation of the man’s castration
anxiety is conveyed though the erased facial features of the figure as he seems to
become a fragmented, painted object that is willing to be pictured without fear of
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the female artist’s phallic paintbrush. But a complete interpretation must consider
more of the painting’s context. Not only is the man'’s identity erased by turning him
into a body, muscles, and a penis, but also the power of the woman is seen as she
bravely faces, for the first time, a male nude displayed without idealization and
without a heroic narrative. The interaction of the group and the proximity of the
men signifies their ease and lack of shyness in each other’s naked company, and
since their identities have been denied, they are now visible but yet invisible, and
their ‘masculinity’ is no longer in doubt.

Fragmental nudity is also featured in a photograph by Ady Shimony, 2008, in
which appear two young men playing underwater, their fair and flexible bodies
lit in the depth of the sea, their penises erect according to the currents that flow
around them (p. 45. Their hands mark V for victory, as if they are celebrating
youthful playfulness and courage. Yet the boys’ heads are missing and this omission
conveys their lack of identity, like Eros — carefree and uninhibited. The thousands
of bubbles in the water glimmer in the light like diamond dust, and create a scene
that oscillates between reality and dream. The boys’ pointed fingers seem to be
replacing their missing heads, a fact that clarifies the mysterious motif of duality:
two men, two fingers, two penises, two nipples. The fingers are charged with such
sexual potential that it seems they create a vaginal straddling that confirms the
lack of a female figure, but not necessarily a need for one.

Such present yet absent female figure also exists in Rakefet Viner Omer’s
Fantasies of Men in Uniforms, 2006, a center-fold of a gay-pornographic magazine
picturing three solid young men partially dressed in military and police uniforms
(p. 64). The common use of figures dressed in uniforms in gay culture is to tease
the heterosexual macho men, who pretends to fortify public enforcement roles as
exclusively their own. Like weapons, which embody a fetishist of the male penis
and by which the man exerts his might and authority, the display of these role-
players, stripped of their uniforms and performing sexual acts with their fellow
fighters, undermines their authoritative male image and exposes the pretence
of their tough, heterosexual facade. The pink paint marks that soil the painting
resemble traces of semen, a random left by the last reader of the magazine.
However, the video work Public Announcement shows Viner Omer as indifferent
of these pornographic images as she chews gum and blows balloons that explode
on the naked men in a manner that indicates that she is in fact bored with the
unconvincing display of sex (fig. 23, p. 24). If Pamela Levy covered the faces of her
figures in order to be able to depict them fully nude, Viner Omer does not feel
threatened by the male nude, just as the men who face her are not afraid of her
direct female stare. The fantasies about men in uniforms do not reflect the artist’s
passion, but rather the magical cycle of narcissism that feeds on the gazes of men
who see in these sex models a potential of their own hidden masculinity, which they
aspire to obtain, or to make love to.

“Work uniforms. The company of men. What is usually perceived as a
masculinity test (a small test. Playful. Not like in the battlefield, but more
like arm-wrestling, drinking a bottle of beer in one sip, closing eyes
and spinning around) becomes something that breaks the security of
masculinity. The confirmation of brotherhood is carried out by means of
different rituals that have well-balanced unwritten rules. The erotization
of male brotherhood exposes the homophobic foundation on which it lies.
The courage competitions and the rituals that are meant to confirm the
members’ belonging to a certain group and to define each member’s place
with relation to his fellow members, are also meant to define the group
with relation to what it lacks, and thus they function as silent good luck
charms that keep away unmentioned demons, who threaten the group
from the outside...”

Galia Yahav, “Entrance for women on Tuesdays only”, Studio Art Magazine, vol. 74, August

1996, pp 37-39 (a translation from Hebrew).
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is ‘framed’ by two wide black eyes, which make his loins resemble either an owl or
a comic face. The Star of David that floats by his head and the white petals fading
upward sharpen the man’s sense of floating as if he, surrounded with the mighty
glories of the universe, is also ascending into the heavens.

In a work from the Chamber Music series, Holdengreber placed a page from
a homosexual-pornographic magazine on a metal music note stand, to which he
attached a photograph of a plowed field with wheat sheaves (p. 63). The photograph
of the wheat field covers the face of one of the naked men, who bends on his knees
and spreads his bottom cheeks apart, while another man leans on his backside.
Together with the intimacy in this scene, a feeling of alienation arises both among
the two characters and between them and the viewer. The rectum of the reclining
man opens into a dark hole that seems waiting to receive a seed, in view of the
agricultural subject that accompanies it. But the absence of a feminine figure
cancels the illusion of fertility and underlines the physical pleasure that knowingly
exists like an autarkic farm while publicly ignoring the double sin it includes. The
placement of this picture on the music note stand implies a third party that secretly
gazes at this scene while disguising it as a professional musical notebook, as well as
a system of conflicting looks that eventually reach a dead end.

A flirt between the forbidden and the dignified exist also in a work of Rabina,
who collects images of men who draw homosexual-anal pleasure which produces
tall golden flowers that emerge from the fleshy ground beyond the white horizon
of the page (p. 65). Rabina uses the act of licking the rectum (rimming) to draw
attention to the unpredictable places from which enormous beauty can emerge.
While homosexual sex is perceived as purposeless and futile, it seems that when
the flower will reach its prime and open up, its stamens can be free and take part
in the process of natural reproduction, in some sort of a wondrous fertilization
that originates in a despicable aspect of man. Only then the pornographic models
become loving couples seen in the peak moments of their physical merger through
their wet, mucous tissue.

In a painting by Gil & Moti from the Gaash Beach series, appears a naked
anonymous man, walking on the seaside (p. 61). The foam of the waves dissolves at
his feet and his body almost merges with the sandy ground. The point of view from
which this picture is seen imitates that of peeking eyes from the cliff that watch the
people lying on the nudist beach. This work also invites the unaware viewer into a
closed community of naturalist, exhibitionist sexual opportunity seekers. The nude
here is perceived as a natural and organic interpretation of the closeness between
man and landscape, in a romantic innocent manner. There is no sign of the real
destiny of this site — a ‘cruising’ place for men who seek sexual adventures among
the nude of their own sex, or for groups who seek even suntan and swingers. This
secret site is disguised here as a dignified and bourgeois landscape scene or as an
escape place of the satiated social class to its mysterious and forbidden margins,
where they can take a glimpse at the forbidden without giving themselves away
to it.

Galia Pasternak completes the peeking glance from the other side of the
beach using a little girl’s point of view (p. 60). She depicts a man sitting naked in
his car with the sea in the background. The man’s eyes are looking forward and
he masturbates while looking at the figures that walk past him. The use of spotty
aquarelle turns the man’s body into outlines and bleeding flesh, and the infantile
scribble sharpens the perverted impression that is reflected by his erased face, his
open mouth and his empty eyes. It seems that his ejaculation takes control of the
image and converts the beach from a place of family leisure into a site of one-sided
sexual excitement that can be fulfilled unlimitedly.

Boaz Tal began dealing with the male nude (alongside with the female nude)
toward the end of the 1970's. His work was characterized by two parallel features;
one was incidental snapshots that had no artistic significance for him, and that were
taken in military settings such as field showers, canals and military camps, where
nudity lacks any dynamic eroticism knowingly. The second was staged photography
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that was intended to emphasize the ridicule in the macho pathos and military pride
of the time, by peeling the body’s protecting layers — its clothing. In a photograph
from 1984, Tal converts his home into a natural scene that can be easily identified
as fake (p. 69). A naked man walks down the stairs wearing a mask of a flamboyant
feminine character, holding a hoe in one hand and a straw basket in the other. The
man looks like little red riding hood who lost her way walking to her grandmother’s
house. On the wall in front of the man hangs a picture — two photographs taken
by Tal from the first issue of Tat-Rama magazine, 1984, one of a man who poses as
a nude model in an art school, and the other of a naked woman, bending over in
a kitchen. This juxtaposition of the male nude that carries an academic and artistic
role and the female nude that is placed in a stereotypical setting is confronted
with the grotesque androgynous figure that seems to mock this binary role playing
of the sexes. It seems that only within this childish role-playing the man is able
to release himself from his profoundly serious attitude toward his body, and to
secretly experiment in a contradictory experience, amusing and sensual at the same
time, that would destabilize his fortified status as the head of the family if it had
ever been discovered.

Male brotherhood

Homo-erotic images and feminine masculinity were very rare in Israeli art before
the foundation of the state, and many years later as well.>® The private body was
confiscated for the benefit of the national cause, and closeness among men existed
as brotherhood among fighters or occurred as the result of mutual hard work in
the fields. Still, since nudity and water are closely related, it is not surprising that
several artists chose the subject of group showers as their favorite, when depicting
the male nude - that is while avoiding any homo-erotic connotations.

The photographs of Shimon Korbman from the public showers on the beaches
of Tel Aviv, 1927, are rare documentations of public male interactions (fig. 20, p.
24). Korbman, whose sexual identity is not completely clear,® intended to capture
the leisure moments of the inhabitants of Tel Aviv from a personal point of view
and without additions. He stopped photographing four decades before his death,
and photos found in his private archive, which were probably never meant for
publication ¢ were presented for the first time at a retrospective exhibition of his
work in 2004 2. In some of these photographs a young and athletic man displays
his muscular body, or swinging above him with one arm is another naked man. This
young man was identified as a known toy-boy who “used to spend hours on the
beach while enjoying his time with some aging men”.%® Since this type of nudity
was intended for amusement purposes and as public beach entertainment, they
were not perceived as erotic but rather as documentation of a way of life.

The painting by Yohanan Simon entitled /n the Shower, 1952 (fig. 21, p. 24), is
another unusual case of the male nude in Israeli art of that time. However, unlike
Korbman'’s photographs, which were displayed many years after his death, Simon'’s
painting won the Dizengoff prize that was given to him by the city of Tel Aviv
that year, and his painting was also displayed in the artist’'s one-man show that
followed. The painting allows the spectator to peek into a common washroom of a
kibbutz where four naked men stand close to one another. The man at the extreme
right sits with his legs crossed and looks at the three men on his left. In the center
stands another man swinging his arms upwards before dressing himself with his
white undershirt. In front of him leans a third man who wipes his foot. A fourth
man is seen in the back, his bottom exposed, as he dries his back with a white
towel while looking at his friends. Tali Tamir, the curator of Simon’s retrospective
exhibition in the Tel Aviv Museum of Art in 2001, avoided interpreting this painting
in her monograph and claimed that “this painting does not carry a homo-erotic
message knowingly...The members of the prize committee in 1952 would never
have awarded this painting if they had thought so”.%* It seems that Tamir’s claim
is reasonable. While a homoerotic undertone may not have been intentional, the
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ethnic origin. For him, such beauty is endless and is embalmed by the camera as
a wonderful still life, which lies to the viewer with its false beauty. His matters
of photography will stay beautiful forever in his eyes, always vital and ready for
action, combining the freshness of the vegetables with the eternity of the flowers
and arousing appetite that knows no satiation. The man in this picture chooses to
leave with his shirt and socks on, but removed his underwear to show his genitals
and shaved loins. On one hand it seems as if he is ashamed of his large body;
therefore he exhibits only his masculine assets, distracting the viewer’s gaze from
the rest of the body. But shaving of the pubic hair seems to testify to his sexual-
aesthetic awareness and that he does not fear being perceived as ‘feminine’. In
another photo, the artist himself is shown holding binoculars through which he
stares at his picture’s subject, while also pressing the cable release and activating
the camera from a far (p. 79). The model, muscular and smooth as a Greek sculpture,
sits with his legs spread. His body is pulled ahead and he shows off his big arm,
while his cock is erect as if he were aroused by the triangle of desire created
by the artist, his camera, and the viewer. Much like the library pictured in the
background, the nude body transforms into a source of knowledge, and the
artist seeks to deepen his investigation of it. Such meditation makes voyeurism
legitimate but also intimate.

This Hard Land

A large portion of the research dealing with representations of masculinity in
Israeli art, looked at the subject through the transformations of the archetypical,
and maybe even mythical figure of the Soldier. It had often merged with the
figure of the lIsraeli pre-state pioneer (The Halutz), reflecting the change from
the eastern-Europe Diaspora Jew — which was popular in artifacts of the Bezalel
academy and craftsmanship workshop in Jerusalem, at the beginning of the 20*
century —to the Zionist, Eretz-Israeli Hero. Max Nordau’s Muscular Judaism publicly
declared its intention to abandon the stereotypically ‘soft’ characterizes of Russian
and Polish orthodox Jews who, with their lean and pale bodies, seem to have
never left the Yeshiva. The role of the New Zionist was to defend his developing
country with his own weapon and body, to ‘redeem’ the land from its wilderness,
and to build a new home for the Jewish people, who escaped a life of sacrifice
in order to become independent in their own land.>? E. M. Lilien’s idealistic role
model for the new Zionist was the image of his close friend B. Z. Herzl (fig. 18, p. 19).
In his biblical-utopian drawings, Lilien transforms Herzl into a muscular bodied
persona, sometimes wearing the divine-Assyrian horn crown. With thick beard and
penetrating eyes, he is the ultimate personification and the perfect Zionist role
model of a sound mind in a healthy body.

For her solo exhibition Collectio Judaica, Zoya Cherkassky created Action-Toy,
a sculpture-play doll figure of a Hasid (a Jewish orthodox pupil), who is taken
out of his exile costumes, until his flaccid, juvenile body is exposed (p. 75). This
sculpture, ranging from a popular children’s toy to an exclusive art-work, raises
the question of the sloppy Jewish student’s appeal for an audience of toddlers
overfed on colorful, noisy figures from television and computer games. Could
this heart-warming, clumsy boy stand a chance of lasting as a cultural icon for
kindergarten youngsters confronted by store shelves overstocked with action
heroes, soldiers, and robots?

During the 1920’s a question arose about the lack of the Halutz's appearance
among the urban artists. Later research found out that there were hundreds of
art works dealing with the Halutz's image but these were not exhibited due to
fear of a “placard heroic propaganda appeal”.>® Most of the artists at that time were
recruited to the national mission, some out of free will and some due to needs
of livelihood. They reflected in their private art works, and in posters and ads for
social movements and charity foundations, images of the awakening active male,
working independently and decisively on and out of the land, until becoming a
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non separate part of it.

Accompanying the images of strong, supportive males were those of sacrificed,
wounded, or dead soldiers found in the art of Marcel Janco, Moshe Tamir, and
Yossi Stern following the years surrounding the 1948 War.>* Representations of
dead soldiers can be seen in public monuments such as Dov Feigin’s Monument
for the Fallen in the War of Independence, 1949, and the same year’s Negba
Monument by Nathan Rapaport, * but the dead seem completely alive, strong and
heroic in the stone.

The image of the man from the orient was not missing as well. Jews from
North Africa, Yemen and the Middle East were featured in Bezalel’s artifacts and
by Eretz-Israeli artists as devout Jews possessing dark skins and curly sideburns and
adorned in the Galabiya. Artists whose names were related to the Social Realism of
the 1950’'s included Moshe Gat, Naftali Bezem, Gershon Knispel, Shimon Tzabar and
others, who described the everyday lives of transient camp residents and harbor
and factory workers. Seems as the artists wishes to prove that these men with
large palms and strong arms where helped by their moral and physical strength to
withstand the difficult conditions in which they lived.>®

In Elie Shamir's Two Workers, 1989,5 a pair of naked men bend toward the
plowed earth in a valley surrounded with hills (p. 37). Their arms and eyes are cast
down in humility, as they seem to place a seed into the ground. Perhaps that seed
will later bloom in the difficult, hard land. The sky, white over their heads, presents
a premonition of disaster, requiring preparations for rebirth. The nudity of the
men and the planting of the seed tie their bodies and their fertility to the valley,
as if they were only recently born from the earth and wish to secure the future of
the land for their fellow toilers and to assure its perpetuation with their devotion.

Another connection of the male fertility with the land exists in Pesi Girsch’s Via
Ein Harod,1991, where a naked man is seen standing on his head in the middle of
nowhere while behind him, a palm tree miraculously grows from his loins or from
one of his legs (p. 62). Since such trees are usually planted in groups, its lone survival
testifies to the artificiality of human involvement in nature but also to the ability
of the single one who has the strength to survive. The man’s figure reflects that
of the palm tree as the two merge in a phallic symbol of national entity, clinging
to this place against the will of nature. The trunk of the tree is an erection of the
man's sloping penis. His arms are stretched outward from his sides for balance,
and the position also reflects an upside-down crucifixion. Unlike the surviving tree,
however, the man will quickly leave this place without leaving a mark behind.
Phallic traces made by human beings are also revealed in On the stage at Tel Gezer,
1989, photographed by Girsch at the archeological site whose traces might provide
evidence of ritual human sacrifice (p. 71). The large tomb-like limestone projecting
from the ground and surrounded by rocks on each side seems like a great penis,
standing tall against the damages of time. A man figure pokes from above the rock
as if hog-tied on an altar. Pinned or penetrated by this enormous cock, he seems
threatened by its mythic power. The male figure, now sucking its strength from the
mother-land, seems as surrendered to the endless cruelty of this place.

Images of male nudity and artificial, futile landscape are also portrayed in
the artworks of Moshe Gershuni, Noam Holdengreber and Doron Rabina. In 1984,
Gershuni, who just four years earlier turned from dealing with conceptual art to
painting, initiated a series of male and female figure drawing classes at his studio.
He wished to improve his figurative-academic technique, but after class when the
other friends had gone home, Gershuni returned to the sketches and painted on
them with his hands, in the style of children’s hand-painting. In Untitled, a man
stands on a wing (p. 68). His arms embracing his chest and his bent head resemble
the figure of Botticelli's Venus (fig. 19, p. 19), but unlike the mythological goddess,
he does not hide his private organs with his hands. The figure is placed in a divine
setting surrounded with angel wings while a flaming question mark twists along his
body like a serpent searching for his genitals. The mouth-less man stands silent and
compliant. His eyes wander to a non-traceable spot on the horizon, and his penis
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breasts and the left figure’s arm is drawn in a distinctly muscular line. With their
bodies, the figures on the right and the left frame the third that is a bit darker. The
embryo position of the three and their womb-like surroundings make us feel that
this is a description of rebirth out of equal unity and mutual support.

Out of awareness of the danger of being taken as Orientalist regarding their
photographic subjects, especially when their foreignness can be easily identified,
few Israeli artists present the ‘other’ with clear marks of injustice and distress that
existence in the Israeli space can cause.

In a silver print from 1984, Joel Kantor shows a boy with his pants pulled down
forced against the wall by a man who pulls him by his shirt and stares directly at
the boy’s genitals (fig. 15, p. 19). The man'’s relationship to the boy is unclear, as we
cannot recognize any sign of specific place or identity of the two. The title Routine
search of a Gazan by security forces clarifies that the man, without a uniform, is
from the Israeli Security Forces and is ascertaining that the boy is not armed. In
opposition to later journalist images, where the suspects stand in their underwear
at the checkpoints or during arrests, here the man looks at the boy’ penis as if it
were a tool that he had never seen before. The viewer’s impression of the sexual
orientation of the man sparks confusion. The boy’s privacy is expropriated by the
excuse of security. He is now dependent upon the man’s decision to allow him to
dress or stay nude before being arrested. The intolerable and uneasy aggressiveness
wrapped in the role of authority allows him to go beyond the revelation of the
boy’s underwear to an examination of the boy’s private parts. What is revealed is
the penis envy of the Jew who stares at the Arab’s genitals in an almost hypnotized
way until the boy’s manhood and uprightness dares to look back and undermine
the one who tries to abuse him.

Natan Dvir's Refugee in shower presents us with a black man, a foreign worker
from The Ivory Coast who is dressing after taking an improvised shower at the
kitchen of a deserted karaoke club in Tel Aviv (p. 77). The building in which the
club was housed turned into a ghost house which was inhabited by tens of foreign
workers and refugees in crowded, low conditions. Dvir, who took this picture after
gaining approval from the man, shed a light on the life at the margins of society,
on the transparent people, on the issue that their obvious foreignness drags an
indifferent attitude to their troubles and longings. A red refrigerator at the back,
with a Coca-Cola advertisement on it, sharpens the gap between the capitalist
trade world, selling the image of ‘la dolce vita’, and the poor who struggle to
maintain a human image in such a rough environment.

Ohad Meromi’s Boy from South Tel Aviv, 2001, is a 6 meter naked black figure,
stands as a totem whose all eyes are carried to (fig. 16, p. 19). Meromi took the
boy, a foreign worker, from the immigrants’ ghettos surrounding the central bus
station, exhibited him at the museum, the heart of Israel’s cultural elite, and made
him a fact that could not be ignored by contemporary Israeli society and those
who had rather not see him. The boy, standing with head held high and decorated
with an amber necklace, has his eyes closed and fists tightly clenched. He seems
to concentrate inward, gaining confidence while contemplating or praying. Some
see frustration in him, and a lack of hope, reflected through his not so stable
stance.>® A spectator lifts his head toward the boy but cannot help but stare at
his black, foreign and intriguing penis. This monumental, shy figure overlooks its
white subject, not out of dictatorship but almost incidentally, while turning the
depressing colonialist perception on its head. It seems as if Meromi created the
matching figure of David,*" black and vulnerable against Michelangelo’s chiseled,
marble giant, as a comparison between the boy who searches for his route quietly
in a non-familiar place, to the boy who became a hero.

In Kantor, Dvir and Meromi’s works, undressing the foreign seems to ask the
viewer to remove his prejudicial assumptions and to break down the distance
and the lack of awareness, in order to reveal the familiar, human resemblance
between all.

Benyamin Reich, born and raised as an orthodox Jew in Jerusalem, sees the
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‘other’ as the one he is the closest to, the one he almost reaches out to but cannot.
In a resemblance to the French Neo-Classic painter Jean Auguste Dominique
Ingres’s Turkish Bath, 1862, an Orientalist fantasy of a Hamam packed with nude,
curvaceous European women (fig. 17, p. 19), Reich also looks through a peep hole
into the closed world of Yeshiva students, who are repressing their passions and
hiding their sins (p. 53). In a blurry, black and white photo that seems hastily taken,
we stare at nude boy with a black yarmulke, who is either removing his clothes or
putting them on. His head is downcast and he hurries as if he is ashamed of his
actions. In an ascetic and introspective society as the orthodox, where any sexual
expression is seen as defilement, it is not random that Reich chose a bathing scene,
or an environment that can be grasped as a Mikvah or a separate beach, in order
to observe the fine line between revelation of the body ,the breaking of the chains
of dress codes, and the urge to fulfill an erotic desire, in a quest for the hidden and
to experience the forbidden. Reich moves between the holy religious environment,
and the will to disconnect from its restrictions by presenting its natural, human and
secular sides, which bubble under the seemingly decent surface.

In Bound, Erez Israeli relates to a scene from Jean Genet's Un Chant d’Amour,
where the prison guard moves between the cells and peeps at the prisoners while
they are dancing and masturbating to an imagined music, as if they are being
united by the spiritual freedom and sensual experience shared through the prison
walls. Israeli continues his sculptural interest in images of anonymous terrorists,
showing a black headed man dancing naked behind bars, moving sensually to the
desperate pleading sounds of an Arabic love song (p. 52). With his covered face, the
terrorist looking figure dances, with seductive, feminine-like qualities emanating
from him, as if he is creating an autonomous space for himself, freed from the
given chains of time and place. The spectator becomes that prison guard, who
sheds his gaze on the mysterious stranger, consciously flirting with him until the
power relationship melts in the forbidden distance between the two.

The frequency of male nudes in 20* century art increased along with the
number of artists who saw the male nude, and images of homosexuality in
particular, as a legitimate subject for public and artistic use and as a means to
bring these issues from the margins of society into main-stream culture. Jean
Cocteau, David Hockney, Gilbert & George, Robert Mapplethorpe, Pierre et Gilles
and other artists revealed different aspects of gay life in their works: same-sex
relationships, blunt sexual imagery, Narcissism, kitch and camp, sadomasochism
and fetishism, porn and fashion, the charm of the male body, their longing for it
and praise for its youth, beauty, and health. Other male nudes were created by
artists like Lucian Freud, the portrait painter whose work corresponds with the
classic model-painting tradition, and Jeff Koons, who presented raw and in-your-
face pictures of sexual activities involving himself and his ex-wife, a porn star,
neither of whom considered themselves a part of the stream of gay male nude
images. For homosexual artists, the male nude is not merely an erotic image, but it
also carries hidden, repressed meanings and shows doubt about social conventions
by normalizing the forbidden object of desire.

For almost three decades, Tamir Lahav-Radlmesser focuses on taking serial and
consecutive photos of male nudity. Always in a timeless black and white, always at
his home, in the background of the library or the study room, Lahav-Radimesser
reflects on the intimacy woven between the artist and his model, the one who
is looking and the one who is being looked at, sometimes after crossing the
boundaries between the sides. In a picture from the Model & Still Life series, 2006,
a heavy-figured young man sits at a wooden table, with a bouquet of flowers
in a vase and a bundle of vegetables laid on it (p. 72). One of his arms leans on
the table and the other arm rests on his waist. His legs are spread, and he looks
directly at the camera. Most of Lahav-Radlmesser’s models in this series sit totally
naked and in state of erection, while their jutting dicks confront the beauty of a
bouquet of real-looking plastic flowers. The artist wishes to exhibit a wide range
of male beauties, regardless of limiting conventions of age, physical features or
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in illustrated calligraphy, art, knitting, and manuscripts where tiny self-portraits
show them at their work time and holding a feather pen with a scroll.?’

In the 18" and beginning of the 19" century, the academies of the Beaux-
Arts in western Europe and the United States were a characteristically male
strongholds, and institutions necessary to get through in order to receive a public
or governmental commissions for painting. Women were entered for studies and
the academies in low numbers and after long battles, and in the rare cases where
they were permitted to study, they were prevented from entering the live Nude
model classes, of male and female alike, out of chastity reasons. For the Nude
Greek and Roman statuary gallery at the Pennsylvania academy of fine arts, women
students were allowed to enter only during a very tight schedule and after the
male figure sculptures were covered with fig leafs.3® So women were limited in
gaining anatomical knowledge to help them with describing a figure realistically,
and they mostly had to focus on domestic themes, such as still lives, children and
mother’s relations and portraiture. Only toward the final third of the 19t century,
the academies at the United States opened live female model classes for closed
groups of women, without any male presence.*

The frequency of male nude images grew during events leading to the French
Revolution, when the academic genre presented nude mythological male heroes
as examples of civic and human ideals, to provide inspiration to the struggling
warriors of the time.* These male nudes were neutralized from a blunt, erotic
approach, and were meant to symbolize an age of innocence, honesty, morals and
rationality with a human connection to divinity.*' But beside images of strong and
authoritative nudes, were the more subtle images of ephebic, sensitive youngsters,
reflecting a transition phase between the kitschy feminine Rococo and the modern
period, in which the dominant object of desire in the arts transcended significantly
from male to female.®

But the most dramatic change for the male nude happened by the middle of
the 19t century, with the invention of photography and its becoming a relatively
accessible tool to use by artists. Among others, Eadweard Muybridge researched
the movement of the body and its representation by photographing nude male
images of athletic activity, such as running, jumping and ascending the stairs (fig.
13, p. 19). The camera helped painters, such as Edgar Degas, Thomas Eakins, Franz
von Stuck and others, to take pictures of female and male models to later use in
their works. Commerce in nude male photos became widespread for artists** and
for homosexuals who passed photos from hand to hand at meeting places, such
as private clubs and bathhouses.** Some attacked the pictures as “sad nudities which
display with a desperate truth all the physical and moral ugliness of the models paid by
the session”,* as they showed the Naked Truth, that not idealized under the brush
strokes of the academy painters. Then as today, the Real nude photos answered the
voyeuristic urge of the interested public, and through 20t century art, the numbers
of artists which began to create images of the male nude grew rapidly, first for
private and confidential matters, and then for more public and outgoing purposes.

Noble Savage

As said, the urge toward voyeurism did not pass over 19t century artists. European
painters, such as Eugéne Delacroix, Théodore Gericault, Jean-Léon Géréme and
many others, travelled to Mediterranean and north African countries looking for
exotic locals, primordial landscapes and the pure sensuality of colors, smells and
characters that were not ‘damaged’ by modernity, in what Edward Said would
later call Orientalism, a patronizing and arrogant approach of the ‘West’ towards
the ‘East’.** The naked figures those painters described were mainly women and
sometimes children, and they wished to show their natural openness regarding the
perception of nudity in the East and the flirtatious passion at the Harmon rooms
and at the Hamam.

Toward the end of the 19t century, the voyeuristic Oriental’s gaze was directed
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onto the male body as well. The most obvious examples are the deliberately
homoerotic, fully nude, tanned adolescents modeling pseudo-Greek sculptural
positions in the pictures of the German Baron Wilhelm von Gloeden (fig. 14, p. 19).
Thousands of prints by the wealthy, gay von Gloeden, who moved to Taormina in
Sicily after suffering from tuberculosis, spread in Europe, and the Sicilian community
adopted him for his social contacts with Taormina’s mayor and because he provided
income for his models and their families.#” Unlike the staged studio photos common
at that time, von Gloeden took his models out into nature. While giving them an
‘authentic’ environment to surround their pure and virgin-like qualities, he took
pictures that were enthusiastically consumed in Western Europe.*

Five years after von Gloeden’s death, his photographs were condemned as
obscene by Mussolini’s regime, and most of them were destroyed. Interestingly,
at the same time, the Nazi regime admired the public display of the male nude.
Through sculptures that reflected the Arian flawless and determined physics and
through sports activities where participants were outdoors in full nudity, just as the
athletes in Athens in ancient times, the Nazi regime wished to prove the natural
connection of the Arian people to the German land.* By that time, commercial
male nude images were used for sexual satisfactions, communal identification, and
political-nationalistic propaganda, and their large distribution and accessibility
brought acceptance as never before.

‘The Other’ is easily identified as such by its distinctive features, which are
completely different from the qualities of its viewers. Every man is born without
a cloth to his skin, and without a costume that reveals social and economic status,
education, or ethnic origin, it is difficult to catalogue the subject of the viewer’s
gaze. In Philip by Uri Gershuni, we are confronted with our prejudices while trying
to identify the male standing fully nude in front of us (p. 41). On the background of
a pale and textured wall, stands a bearded young man, a thin, dark down covers his
body giving him the appearance of a shy satyr. His wide eyes are directed straight
at the anonymous viewer in a sincere, penetrating look. His arms are limp along his
body, and his dark pubic hair draws the viewer’s gaze, from the head of this figure
to its loins, almost completely distracting the attention from his penis, blurred at the
background of his inner thighs. The contrast between the manly, hairy and eastern
'looks’ and his somewhat shy, soft and somewhat feminine curves of his back and
bottom, causes a bit of confusion. An instinctive opinion will determine that he is
an Arab man, shown in such a vulnerable and exposed way that almost contradicts
the prejudice of Arabs as aggressive, proud and orthodox modest people. But
actually, what makes us think that he is Arab? It might be an instinctive dismissal of
his Israeliness on one hand, or of his European or Anglo-Saxon appearance on the
other hand. His darkness and general hairiness, especially his beard that matches
the stereotypical Arab appearance, might tag him also as an eastern-origin Jew, or
even an especially courageous orthodox. Standing in front of a nude missing any
identifying signs, causes the viewer an embarrassment that quickly needs to be
understood. But an observation that leads to tagging by an unbiased sight, should
remember to recognize that there is an equal starting point for all human beings,
to which nudity testifies in the first place.

In Deep Sleep, Gil & Moti's search after anew model of social-communal existence
reaches a new and poetic climax (p. 40). Three naked figures, so transparent that it
seems as if their skin has been pulled off them, lie bent and grouped together, their
veins stretched across their bodies, blue webbing curling between them, making
them into a symbiotic entanglement that is hard to untie. Each figure is distinct
from the other with a pink contour, and on the reddish bed that resembles satin
sheets, or a beating soft organ, they seem to undergo a harmonious and boundless
human touch. After gaining acquaintance with the artists’ body of work as a whole,
a spectator’s first reading may lead to the assumption that this work is a dual
self portrait, without their well known attributes (two that are a one, doubles of
one another).Yet, a wider interpretation will clarify their symbolic spirit. Lacking
signs of gender, religion, nationality and age, they appear to be men for they lack
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Athena the goddess of war, who carried the image of Medusa on her shield as a
symbol of protection and power.?” The fear of looking at the female sexual organ
or at the woman herself derives from the fear of fossilization, and induces a fear of
castration, an act illustrated by the head of a decapitated man.? The severed head
represents fear about the loss of sexual potency, the loss of erection, and the loss
of belief in his ability to function as a male.

Ofir Dor’s Decapitated is based on a self-photo of the artist reposing in a
greenish meadow somewhere in the north of Israel, at the end of winter.?® At first,
Dor drew his figure lying relaxed on the grass as shown in the photo, but he felt as
if the picture were unfinished and not interesting enough for him. Blackening his
head and painting a new one next to his naked body interfered with the pastoral
rest, and he felt a closure for this piece (p. 66).*° This feel relates to the mythic
persona of the modern expressive artist, who creates significant and meaningful
art works only when his routine and peace of mind become disturbed. Centering
the genitals next to the cut off head and crowning them with black pubic hair
on the background of the body’s white skin, draws a direct line between the
importance of the passionate libido and the regulating intellect. In this case, the
artist sacrificed his crucified figure and killed her, so that she could be reborn as art.
The decapitated head and the closed eyes might symbolize the masculine fear of
the castrating gaze of the Medusa-Athena-Woman. But in this case, | believe that
through the body’s petrifaction, 3' laid below three large rocks, the eternal auto-
erotic erection is fulfilled, indicating that the artist’s self-control and his ability to
overcome the horror enabled him to move on with his creation.

While Dor presents a petrified erection, in a 2008 etching, Sigalit Landau deals
with relations between Eros, masochism and deathbed (p. 67). A masculine-feminine
figure twitches with arrows stuck in her body, her expression between delight and
swooning, as an enormous erection rises from her loins. This figure resembles the
ever-dying St. Sebastian®?, a self declared Christian, and a commander of a company
of archers in the Roman imperial bodyguard, that was shot by his comrade-archers
following Diocletian’s order. According to the legend, he was left alone to die, and
was saved miraculously by the mysterious Irene. When it was discovered that he was
alive, he was thrown into the Hippodrome to be beaten to death.® St. Sebastian’s
arrow-pierced image, standing as a living-dead one who overcomes assassination
attempts, was a perfect example of the Christian Moratorium, to demonstrate how a
believer’s mental strength can save his life. Ironically enough, St. Sebastian became
a homosexual icon, after being grasped as a passive-feminine figure penetrated by
masculine arrows, while flirting masochistically with the danger of death*4. We can
also see it here, as Landau’s figure grabs an arrow in his left hand, leaving us to
wonder if he tries to pull it out or to plunge it deeper for pleasure’s sake.

In aself portrait by Eran Nave, 2006, the artist’s pinkish body is seen fragmentarily,
reminding us of classical sculptures found stiff, dirty and damaged (p. 70). The figure
is drawn in a thin and fragile contour, with its body parts cut and organized as spare
parts or as parts waiting to be installed. They are cut on the sides and set by length,
from the tip toes through the head, arms and legs, to the torso and cock, the only
part left complete and in its original state. This portrait shows a great deal of the
artist’s vulnerability: displaying his body as merchandise, exposing himself to close
and comparative inspection, suggesting a whole broken into its parts, like a sex doll
being measured by the size of its organs. The hand and toes write the word ME,
reflecting the artist’s self-objectification. The blue eyes move numbly aside, hesitant
to meet the gaze of the spectator.

In an Untitled drawing by Guy Ben-Ner from 1996, an anonymous male figure
stands on the ground floor of an empty house (fig. 12, p. 12). He wears only a jacket,
and his cock is tied to a construction of objects, ending with a pistol. Since if he
gets an erection, this ensemble will move and he will be shot, he has to avoid any
sexual excitement that will fulfill his maleness. Partly dressed as a business man,
the figure stands in a bourgeoisie home, possibly symbolizing the man’s anxiety of
keeping a ‘by the book’ relationship, which will end with monogamy, children, and
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a house in the suburbs. The hidden female presence, personified with the domestic
décor (the feminine space) and the receptacles set (a feminine bottle and bucket
mediated by a manly funnel) leads to the male fear of castration and the feeling of
helplessness and entrapment.

A self-portrait by Ofer Lellouche also shows the artist’s difficulty of representing
a distinct identity along with an outgoing sexual nature (p. 76). The fleshy figure,
a bronze cast on which are left the artist’s fingerprints, stands erect, rough and
vibrant, and seems to be straightening a glace at the viewer, even though its eyes
are swollen in the dismembered dough of the face. The figure looks fragmentary
and blurry, unraveled at its ends, broken handed, and eaten by self-doubt, as the
artist cannot hold the full sensual body image in itself. Lellouche’s self-portraits are
ever grouping, hesitating, one-time portrayals that strive for perfect expression
and conceal a sudden transient but essential mood.

As an artist whose oeuvre’s heart consists of paintings of men in full nudity,
Ora Reuven points out her will to invert sexuality (p. 78). In her video work Naked
Men, 2008, the artist stands fully dressed in front of her naked models and sounds
surprised: “/ went dealing with female erotica, and found myself serving the male desire
again. Even when you are a woman taking a picture of a nude man, you are perceived as
a stimulator for his desire. | am fascinated by this process, in which | start an activity to
satisfy a need or a will to say something about men and women, and through the internet,
and it's important that it’s through the internet, | get requests from men, ‘paint me’, ‘take
a picture of me’”. Reuven says that this inversion, of creating something to support
and satisfy women, that result in being mainly of interest to men, astonishes her.
“By getting satisfied, | become a satisfier once again”, she says.*This situation resembles
a male sexual fantasy: being scrutinized by a woman and evaluated for possible
sexual fulfillment. However, here the examination is for artistic purposes, and the
men seem somewhat embarrassed by their own nudity. One covers his eyes with a
handkerchief, and the second wears a wig to avoid being recognized. Yet both are
aroused by actually talking with the artist. One tries to drag concrete sexual details
from her: “How did you imagine me before we met? Were you disappointed? Does it
excite you? Do you know the porn genre of naked men in company with clothed women?”
All the while, he photographs the whole meeting with his own personal camera,
not allowing the female gaze to be the dominant one, but adding a domineering
masculine gaze in return. The second model sees it as an experience, wanting to
be an object of desire and documentation, declaring that he wants “to be in a place
where every centimeter of my body is being examined, every detail is getting observed”.3®
Unlike past artists who show silent female nudes, Reuven escapes from exploitative
objectification of her models’ bodies, by letting them talk, allowing their voices to
be heard, and creating an independent, unique character for each of them.

Unlike Reuven’s figurative documentation, the boy’s body in Hadas Hassid’s
drawing is reduced to a thin graphite contour, making a minimalist delicate torso
reminiscent of Cycladic fertility figurines, 2400-2300 BC., where the facial features
and sex signs are made with few engraving, sockets and bulges (p. 38). Hassid is
looking for a formalist précis that will reflect the crisp time between boyhood and
manhood. She cuts off excess flesh, until a transparent rectangle is left, ornamented
with two pink eye-crowns of nipple buds, and a penis drawn in a singular clapper-
like line, hangs naively from the waist line. This figure almost fades away from
the long paper sheet, leaving it space in which to stretch its growing limbs and
full length. Hassid refines the hesitated physical image, withdrawing into itself, a
moment before the big change, from which there is no return.

Throughout history, the men were those who widened their formal education
and served in key duties and managerial and commanding positions, while
women were prevented from studying in academies, serving in public institutes
and developing independence that exceeded domestic boundaries. That situation,
however, did not mean that women, out of their own will, did not dedicate
themselves to creative channels. In Middle Ages Europe, women did give up on
marriage and bringing up children for the asceticism of life in the convents, as seen
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self as a starting point of his passion towards his work, and love-making with the
color and surface produces the fruit of love, which is the artwork.?> Another aspect
of the use of the nude is the artist’s intention to disengage from the stereotype
of the first Druze painter and to present himself as one stripped of the clothing
of prejudice, of stereotypes and of Orientalist clichés. He is one who embarks on
a journey of self-searching while acknowledging the limits of art, but who also
remains grateful and satisfied with what he has.

Ohad Matalon is another artist who associates his nudity with his art in
Concentration, 2005, where lying in bed, he masturbates with one hand and holds
a cable release of a camera in the other (p. 54). This intimate scene is available to the
spectator, while the artist himself is shown with his eyes closed, as if he wishes to
cut himself off from the watchers that he himself invites. This photograph exposes
two key moments: one is the climax of the artist’s sexual excitement, implied by the
presence of toilet paper that is meant to take in the artist’s semen; and the other
is the attempt to preserve and perpetuate the fleeting and perishable act through
photography. These two peak points seem to have contrasting but complementing
means of creation; one is the waste of semen that is not used for the purpose of
procreation, and the other is channeling this ‘waste’ of passion to the art product.
Along with these, and following the expected drips on the tissue, it seems as if
Matalon ironically bears Jackson Pollock in mind, the most prominent artist within
American Abstract Expressionism, whose color drippings are considered one of the
high points of macho narcissism in modern art.

Shai Zurim displays his character in a moment of pleasure: weightless and
carefree with his arms stretched and his eyes closed, his body sinks into the
abyss and wanders off in a dream into the unknown (p. 47). However, his figure is
threatened by prolonged stay underwater, during which it endangers itself due to
a lack of oxygen. This work illustrates the thin line between death and passion,
Eros and Thanatos, and the excitement in danger, all of which reflect a conflict
in the artist’s mind. The act of sinking might be a metaphor that expresses the
artist’s dedication to a life of creation, to the satisfaction that it grants and to the
existential hardship that accompanies it.

In a self-portrait from year 2000, Gilad Efrat pictures himself as a naked,
unidentifiable corpse lying with its legs spread and with its eyes wide in an open
stare at the spectator (p. 43). First in a series of self-portraits of ‘dressed nudes’, the
artist alternately exposes and hides his body as he removes his clothes in order to
dress himself with oil-painted skin. By hiding a photograph of this act within his
painting, the artist produces a unique work, which can be searched and dug like
an archeological mound to produce discoveries. The outline of the figure is made
of flesh and hair, its fingers and toes are still sensitive and its eyes and mouth
resemble three black holes that invite the spectator to look inside. These openings
also draw attention to the figure's loins, a black spot of pubic hair. The penis is
hidden, yet draws attention and the nipples are exposed to stimulation as the
artist’s whole body succumbs to a sensory experience through these openings.
Besides the display of the ‘surface’?, this portrait may be a metaphor for the
artistic work itself, as it displays an image that exposes the mysteries of the artist’s
soul and his most intimate thoughts, but also maintains an implied barrier between
the artist and the world.

Elie Shamir, usually known to be a realist painter, paints a surprisingly expressive
portrait following his divorce. In this portrait he depicts a black male figure with
limbs spread out, whose erogenous areas — mouth, nipples and penis - are red and
irritated (p. 42). The expression on the figure’s eyeless face is hollow and gloomy,
and it seems helpless and lost. Its posture alludes to that of the Vitruvian Man and
it seems that like him, it tries to find stability and symmetry. But while the Vitruvian
Man balances his arms in a straight line, the figure’s arms lean downwards, as if
trying to find steadiness. In addition to this, the sky blue background on which the
figure is placed makes it seem floating in a celestial or aquatic space. The word
Love, written in white Hebrew letters next to the figure's head, can demonstrate
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the figure’s will to find support or its hope to attain a normal, orderly life. It also
marks a guiding light that leads the figure and provides it with a goal to aspire to.

Simcha Shirman obsessively documents his image daily, as if he tries to resolve
the mystery of his identity by way of looking at it objectively from the outside
and following the changes in his face and body caused by the passing of time.
In Self Portrait in the Bathtub, room 222, Germany from 1991, the artist’s body is
completely immersed under water. With his eyes closed, he holds his breath and
seems wrapped in a womb of water (p. 46). The setting for this picture is a hotel
room in Germany, the artist’s homeland, where a latent presence of death sneaks
into the room and threatens to suffocate him. In Sitting on a Bed, room 613 from
1999, the artist is shown away from his family at hotel room during one of his
teaching trips. He sits stark naked on a half-made double bed and looks down and
away from the camera. His penis is hidden yet exposed at the same time (p. 55).
The intimate bed, a silent testimony to past momentary residents who have since
continued their journeys, also serves as a white canvas on which the artist leaves his
mark. Large sheets frame Shirman’s figure, and their folds allude to those present
on the artist’s stomach. The folds represent dynamic identity marks and present a
contrast between a regenerative body and one that carries the marks of time.

These marks are also detectable in the double portrait of Ruven Kuperman and
his father, the younger stands near the older and they are both naked and gazing
forward (p. 36). The muscular and flexible body of the artist shines in its whiteness
next to the feeble body of his father, but his full hair whitens in comparison to his
son’s balding. The painting that inspired Kuperman was by Lucien Freud, 1984-5,
of an Irish father and son, mummified in their suits and distant from one another
(fig. 11, p. 12). Here, in contrast to the Irish due, the two are close to one another
and their open and loving relationship is obvious. Although Kuperman chose to
display his father’s penis in another painting, here he chooses not to paint the two
figures completely naked, perhaps because he wanted to prevent any possibility of
voyeuristic comparison by the spectator.

Castration anxiety

Gazing can be an act of assimilation of the image within the spectator: he can
become hypnotized by the power of an object that lies in front of him or terrorized
by the sight of it like a believer’s experience upon seeing a religious image. But the
act can also be more aggressive when the spectator chooses to interpret the image
a way that changes its meaning. The reason for the dominant masculine point of
view in the arts over the years can be explained by the fear of being controlled or
‘castrated’ by a feminine approach that would compete with masculine authority.
As a result, women have appeared nude in art over the centuries more often than
men. This fear of castration can also emerge when a man looks at another man. Due
to social conventions, this act can sometimes be interpreted by the man himself as
the adoption of a feminine point of view. This regard of one man toward another
can also impose a feeling of castration upon the one who is observed since he
loses his independence, becomes a passive object of male regard, and thus acquires
feminine qualities.

Sigmund Freud claimed that the origin of castration anxiety among men
resulted from the child’s discovery of the absence of a penis among women. At this
stage, the child thinks that because women are morally corrupted, they brought
the punishment of castration upon themselves. The child believes that his mother
has a penis until he discovers the truth about the anatomy of the female body
and he replaces the “female penis” with perceptions of physiological male-female
distinction that are more complex.? The approach towards the absence of a penis
among women can be perceived as the absence of power that is embodied in the
male penis.?® The misogynistic fear thus induced can produce objectification and
an actual demonization of women. Freud associates the female vagina with the
mythical Medusa who turned to stone those who dared to gaze upon her; and to
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substitute gratification for the figure’s lack of mannhood. This portrait undermines
the perception of controlling and active masculinity as it exposes a complex, hybrid
model of an entity that feels crippled and searches for compensation but at the
same time can find pleasure in using an object that is identified with both sexes.

The idea of artificial hybridization of human and object sharpens in Ariela
Plotkin’s diptych of two musclemen whose penises are adorned with horns and
their heads with those of gazelle (p. 2, 111). These hybrid creatures, who project
their masculinity at its full potential, borrow the force and libido of the horn and
at the same time draw the spectator’s attention to their testicles and nipples thanks
to the decoration of these erogenous areas with daffodils. Standing side by side,
the two figures seem ready for a battle which would give them the opportunity
to demonstrate their power and confidence. Thus the body becomes an artificial
instrument representing a masculinity that cannot be ignored.

Self-Portrait

Throughout the history of art, the male point of view about nudity held sway as
the only point of view, although it was not always an erotic one. A man could
take interest in another man’s body out of curiosity and out of the desire to
compare it to his own body;"” but at the same time, he would be aware of the social
consequences of this interest — being regarded as a homosexual. It seems that only
an intellectual interest in the male nude is acceptable or legitimate, and such may
be the reason for the historic attribution of the male nude to scientific studies, as
in Leonardo da Vinci's The Vitruvian man, 1504 (fig. 6, p. 9), and to anthropological
studies of the human body in general. Both proved, in fact, that straightforward
lust had no place in this process. In addition to a scientific survey of the other’s
naked body, the study of one’s own body also does not ‘reduce’ one’s masculinity,
since it is perceived as legitimate physical and mental self-examination of the artist
of his own image.

Artists’ self-portraits have been a significant part of art through history,
especially since the Renaissance period, when the artist was commonly depicted
holding his utensils. However, there are some rare examples of nude self-portraits
from this period, such as those of Michelangelo or Albrecht Durer. Still, only in the
19t century with the development of photography, did male nude images began to
be more accessible for artists, mostly as models for future paintings and usually not
as self-portraits, either painted or photographed. The nude self-portrait became
quite common only during the 20* century with the emergence of expressive
painting, which preferred the expression of the agonized soul over traditional
subjects, such as mythological or religious scenes. From Egon Schiele and Picasso
to Gilbert & George and Jeff Koons, many artists used their own naked bodies as
a legitimate tool of artistic self-expression. However, looking at the ensemble of
male nudes in the 20™ century reveals that only a small number of them are of
artists who display themselves fully naked.

Yigal Tumarkin was the first to have done so in Israeli art. In his iconic sculpture
He walked in the Fields, 1967 (fig. 7, p. 12), he molded the features of his face, as well
as his penis, and combined them with old weapon parts to create an anti-mythic
soldier figure, whose death was purposeless.’® An interesting comparison can be
made between this sculpture and Yitzhak Danziger's Nimrod, 1939 (fig. 8, p. 12).
When first presented, Nimrod was considered to be “a flesh of our own, a spirit
of our own. A landmark and a monument. A combination of vision and boldness,
vastness, adolescent rebellion that represents an entire generation... Nimrod will
be forever young”." This image, which was an allusion to the first biblical hunter,
symbolized for the Zionist public the complete opposite of the physical weakness
of the exiled Jew, which they wished to leave behind in Eastern Europe. Sarah
Breitberg-Semel sees in Nimrod the realization of the Hebrew desire, which is
rooted in the Bible: “the hawkish, cruel and authoritative clearly non-Jewish face
that Danziger placed on a body so gentle and fine..."?* However, Nimrod’s body
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does not seem at all gentle and delicate, but flexible and stretched. His phallic
erectness sharpens when one gazes at his penis that represents national power, an
image reinforced as Nimrod's eyes face the horizon.

The two nude sculptures of Tumarkin and Danziger seem contradictory at
first. Danziger presents a figure holding a weapon behind its back, suggesting
a hidden spirit for battle that is not blatantly aggressive. Although Tumarkin’s
figure has internal organs made of weapon parts and is painted in brutal black
and red, the image is supposed to carry a message of peace. Eventually, both
sculptures ‘fight and weep’, as if they prefer not to be using their weapons; but
at the same time they are fascinated by the power and the aura that the weapon
inflicts on their image.

During the 1960’s, Performance Art developed and provided artists
the opportunity to create beyond the boundaries of the conventional and
commercialized art media of painting and sculpture. During this period the artists
of the Viennese Actionism movement created scandalous nude performances that
knowingly examined the limits of society’s tolerance towards different taboos.
In Urination, 1968, which took place during a film festival in Hamburg, Otto
Muhl stands naked and urinates into the mouth of Glinter Brus, one of his fellow
colleagues. In another work Brus stands naked on a chair in front of an audience
at the University of Vienna, as he urinates into a cup and drinks from it, while
smearing feces on his body and masturbating to the sound of the Austrian national
anthem.?' Following this movement, other artists examined the boundaries of the
body’s capacity to endure suffering and its resistance to self-castration and self-
injury. Among these artists were Bob Flanagan and the Australian artist Stelarc
who hung himself with ropes and hooks in different show rooms around the
world since 1976.

In Israel in the late 1970's and early 1980’s, artists such as Haim Maor, Motti
Mizrachi and Michael Sgan-Cohen were inspired by Body Art; but rather than
deal with masochistic issues they displayed a more autobiographical and symbolic
interest, which referred to the sick or injured body and the attempts to heal it.?
The clearest example is the iconic self-portrait of Gideon Gechtman from his
exhibition Exposure, 1975 (fig. 9, p. 12). Gechtman documented the preparations
for his heart operation, some of which included shaving his body hair and storing
it in transparent display boxes. Two life-size photographs show the artist before
and after the shaving in an orant position, in an allusion to Jesus before his
crucifixion.

Three decades later, Dor Guez relocates the posture of Jesus’ bony figure in his
grave from the Renaissance painting by Hans Holbein the younger, 1521 (fig. 10, p. 12)
into a modest looking bedroom that is almost completely empty (p. 39). Seemingly
floating above the ground on a bed covered with a white sheet and surrounded
by dirty electric switches, a door without a knob and peeling walls, lies a loose-
limbed young man, perhaps asleep after sexual intercourse. This every-day, secular
scene, lacking religious pathos and resembling an incidental photograph, receives
a dimension of purity and timeless eroticism thanks to the ascetic setting and the
reference to the figure of Jesus.

In Self Portrait on a Rocking Donkey, the figure of Asad Azi, wearing a clown’s
red bonnet and slippers and holding a paintbrush whose tip is red and which
seems to be a scepter or flickering torch, sits naked on a rocking donkey (p. 74). The
artist’s bearded face displays a gloomy look, and it seems that he has difficulty in
standing upright. In contrast to Don Quixote, who saw himself as a knight riding a
noble horse in his just war against windmills, Azi seems more realistic in his work
that reflects his awareness that although he is standing still, he spiritually moves
from the spot where he stands. He is able to travel inside his imagination through
his work, although physically, he is at home. The figure in this work is tragic and
comic at the same time, it seems stuck and clumsy, hanging onto the torch that
leads it, but he is staying in place, leaning on a net which functions as its support.
Helplessness is exchanged for self-awareness and determination. Azi sees the naked
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from all over the Mediterranean to visit the temple of Zeus.” Not only was the
presence of male nudity a given at the time, but it also symbolized an aesthetic
and spiritual ideal of man’s self-control and good virtues, which enable him to
win these competitions and which stand as a testimony to his personal skills as a
potential political or military leader.®

Self-control was highly important to Greek men and sexual restraint was
included. Beyond what was allowed or forbidden, special attention was given to
the dosages of passion and pleasure.® In statues and vase paintings from this period
two types of male nude representations are found. One image shows an athlete, at
ease, with a rather small penis, which gives evidence to this figure’s sexual restraint
(fig. 2, p. 9). The other displays satyrs and other grotesque, drunk and wild figures with
erect penises, which convey their lack of restraint and their weakness in succumbing
to their most basic instincts (fig. 3, p. 9). In other words, while the small penis was
morally appreciated, the large and erect penis mostly demonstrated promiscuity
and brutish ridicule.” Following the appearance of Priapus, god of fruit, fertility
and the male sexual organ, and the son of Aphrodite, the penis became a symbol
of potency and vitality, and is indeed constantly depicted as erect in art from this
period (fig. 4, p. 9). Statues of Priapus were placed in gardens and at crossroads, where
passers-by could rub their hands against them for good luck. As well as fertility,
Priapus was a protector from thieves, thanks to his erect penis, which was also a
sign of his active readiness to subdue them by way of penetration.

Zayin (Hebrew for penis and weapons)

Greco-Roman art took an interesting turning point with the establishment of
Christianity. At first, many nude statues depicted the male figure with instruments
of war, which projected the figure's vitality. These included figures of the
Discobolus, with his curved body on the verge of a swing and with muscles that
stretched from his shoulders to his ankles, or the gods — especially Hercules, Zeus
and Apollo. All were depicted as strong and dominant through minute anatomical
detail and by means of the weapons they held. These sometimes functioned as a
symbolic substitute for the penis, which was later covered by a fig leaf or a piece
of cloth. Indeed, with the spread of Christianity and the enforcement of different
chastity laws and conventions, the exposed penis gradually gave way to phallic
weapons, such as the bow and arrow, swords or clubs, in order to express the
figure’s powerful ability. In addition, depictions of martyrs began to proliferate
in Christian art, and the image of the mythological war hero was replaced with an
image of a passive, bony and anguished victim, who carried the punishment for
the good of all Christian believers and those who aspired to be redeemed through
physical torture. Once a source of pride and passion, the body became subject to
masochism, submission, shame and guilt."

In a 1986 front page article, Monitin,"”* a monthly magazine that regularly
featured female nude photographs, published Micha Kirshner's photograph of
Itzik Bachar, a “professional shooting instructor in Third world countries”."* Fully naked
and holding arifle, Bachar stood with his muscular, sweaty body smeared in grease
(p. 59). In both of his photographs — on the front page and inside the article, that
appeared following the publication of his first book of poetry — Bachar’s genitalia
were hidden: words censored the full nudity and the weapon that he held, ready
to fire, represented a replacement for his covered penis. The background, lit in
red and blue and alluding to dramatic war film lighting, is the only setting for
Bachar’s body. This pose continues the sequence of images which embody the
ideal national male from the period of the establishment of the state of Israel.
The body of the warrior and poet is stripped of its clothes in order to present the
man behind the military persona, but even without the uniform, Bachar’s body is
an alert weapon, ready to fire.

This photograph is a significant landmark in Israeli art with regard to male
nudity, but not only because it reflects society’s state of mind at the time. Even
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though this was almost the only male nude photograph that appeared in the years
the magazine was published, it provoked extremely negative feedback among its
readers, who never responded in such a manner to publications of nude female
images.'® Bachar was then invited to an interview on the only national television
channel, and the first edition of his book sold out. Besides arousing provocation,
the image also symbolizes the complex idea of ‘safra ve'saifa’. This presentation of
a figure that considers both force and spirituality as equally important stimulated
a discussion of existence through creation versus existence through the inevitable
use of power. Thus, the male nude became a public subject that was no longer
necessarily artistic but defied this perception of double-morality, and was more
comfortable with the display of his power than with his nudity. Interestingly, the
reaction is an example of Israeli culture’s wider acceptance of military fetishism and
its less tolerant attitude toward images of vulnerability, sometimes hinted by the
nude male body.

Two decades later, Eliezer Sonnenschein combines the weapon and the penis
in a way that reflects the link between the two, as well as the way they complete
each other. The private and intimate penis now merges with capitalist brand marks
and with a politico-military image of an instrument of attack and defense (p. 73).
Similar to the use of the human body as propaganda by a political ideology for many
years, today the body is a tool used for the purpose of consumption which indicates,
through the many marks left on even the most intimate garments, its financial and
social status. In a home snapshot, Sonnenschein is photographed sitting outstretched
on a chair in a position that looks like masturbation, but a closer look at the penis
reveals that it is, in fact, a fake one. The artist’s testicles can be seen alongside an
artificial penis that hides the real one in an optical illusion that makes the real penis
look larger, and thus more powerful and threatening (p. 58). In another photograph
taken especially for Tel Aviv's edition of Time Out magazine,' Sonnenschein’s lower
body appears in a storeroom filled with tools. His pants are rolled down, and a
hammer tied to his cock pulls it down and thus extends it. As well as the parody on
the image of the agonized artist who bleeds for his art as a result of his suffering,
here the cock is associated with a manly tool that is powerful and ‘banging’, an
image that glorifies the potency that lies in the figure’s loins, but also castrates
that same tool until it is no longer capable of working (p. 57). This photograph is also
an allusion to works by Rudolf Schwarzkogler, whose photographs show his penis
wrapped with bandages, seemingly bleeding, in a act of self-castration, and by Bob
Flanagan whose performance before an audience involved nailing his penis to a
wooden board.

In a plastic bucket filled with water, a black male silhouette trembles slightly in
shortintervals and small waves, which blur its narcissist reflection in the water, finally
make it disappear. This figure, whose posture is similar to that of Michelangelo's
David, 1504, (fig. 1, p. 30), is based on a photograph of Etamar Beglikter’s father from
his soldier days, as he stands on a tank with a cannon, ready to fire, emerging from
between his legs (p. 48). The soldier, whose body unites with the battle machine,
stands erect and confident, determined and ready for action. His son, the artist,
placed this macho figure on a bucket of water, an object related to a stereotypical
feminine task. In this new location, the figure of the soldier stands as if on the edge
of a cliff, where its masculinity and arrogance are in question. The proud fighter is
now turned into a thin silhouette that has lost its identity, and its fascination with
past days of glory slowly crumbles into the large uterus that threatens to swallow
and erase the memory of its existence.

On a plastic, imitation wood bed with a spotted tiger cover and a pink floral
wall paper in the background, Lea Golda Holterman displays a portrait of a man
lying as Manet's Olympia (fig. 5, p. 9). The man, his eyes covered in an implication
of his willingness to give himself away, faces the spectator or, in this case, the
photographer. Strapped to his loins is an artificial penis, which is usually found
among women's sex toys (p. 56). These synthetic imitations of nature are almost
taking over him, while the real penis is hidden by a fake one that can serve as
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Cockeye

Male Nude in Contemporary Israeli Art’

Sagi Refael

Is the image of the male nude a taboo in Israel of 2009? The answer, surprisingly or
not, is not unequivocal: first, one has to take into consideration that male nudity
is neither a bear torso, nor a bottom, but a completely exposed front showing a
penis in all its glory. This point is quite significant, since the male genital, which
will sometimes be referred to here as Cock, is charged with numerous denotations,
stereotypes and mystic connotations, which prevent it from being exposed,
unlike other body parts. This lack of exposure contradicts the physical external
presence of the cock that is similar to the female breasts, which are much more
acceptable in the public eye when exposed; and stands in contrast to the physically
concealed corresponding organ in the female body. An example of this difference
is found at the beach, where a miniature piece of cloth allows the male body to be
legitimately displayed, while its absence turns the same body into a lewd nudist
exhibition or even an object of sexual perversion. Western culture?, and Israeli
culture as a part of it for that matter, has established the female body as the
ultimate ideal of beauty, acceptable among men and women equally: among men
as a sexual objective, and among women as a model for imitation. The female body
has become a consumed object that is expected to undergo a constant process of
improvement by means of make-up, diet, exercise and even surgery. The attempts
to reach perfection are seldom satisfactory.

The feminist revolution first raised its voice approximately forty years ago,
yet the female body is still perceived as far more seductive, sexual and aesthetic
than the male body; and so a large number of nude images displayed on magazine
covers, in advertisements in the media, and in the beauty industry are feminine.
However, toward the end of the 20* century a change occurred: as a consequence
of the evolutionary status of women and of homosexuals in the political arena
and in the media, the male body began to draw more attention. It is still too
soon to discuss equality between men and women in this sense, since each of
the sexes has a perceived role in society and differing perceptions of physical
aesthetics. Nevertheless, a certain development toward the objectification of the
male body seems to be occurring, originating both from its natural consumers
(women, homosexuals) and from the self-awareness of heterosexuals, whose
object of consumption is the female body.? This development occurs largely
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Original Sin is a term believed
to have been introduced to

Christian theology by St. Paul,
Jesus’ most important apostle;

and it relates to the expulsion
of Adam and Eve from
paradise, an act for which
humanity is being ‘punished’
until this day.

Johann Joachim Winckelmann,

Gedanken (ber die
Nachahmung der griechischen
Werke in der Malerei und
Bildhauerkunst, 1755.

Margaret Walters, The Nude
Male: A New Perspective,

Paddington Press Ltd., Great
Britain & USA, 1978, and by
Penguin Books, 1979, p. 39.

thanks to influential visual media, which increasingly projects the male figure half
undressed, or in even less.

Toward the end of the 1980’s and throughout the 1990's, in the same period
when Calvin Klein produced his unusual underwear campaign, the members of
the American Rock band, Red Hot Chilly Peppers, appeared at concerts and were
photographed wearing only socks hanging from their penises (fig. 1, p. 9). Today, half-
naked athletes seen on television, paparazzi photos of naked film stars diffused in
tabloids worldwide, easily accessible pornography on the internet, dating websites
for sexual purposes, and even reality television — all enable constant voyeurism into
the lives of others. This ability to anonymously track the activities and, of course,
the bodies, of others wears down the taboos regarding the nude image and makes
its depiction more legitimate. But is the cock treated in the same manner?

Nudity, a state into which we are all naturally born, was covered due to cultural
conventions. If clothes were initially designed to protect the body from physical
damage, they were later perceived as protectors from sin.

Original Sin

1 Now the serpent was more crafty than any beast of the field which the
LORD God had made. And he said to the woman, “Indeed, has God said,
‘You shall not eat from any tree of the garden’?” 2 The woman said to
the serpent, “From the fruit of the trees of the garden we may eat; 3
but from the fruit of the tree which is in the middle of the garden, God
has said, 'You shall not eat from it or touch it, or you will die.”” 4 The
serpent said to the woman, “You surely will not die! 5 “For God knows
that in the day you eat from it your eyes will be opened, and you will be
like God, knowing good and evil.” 6 When the woman saw that the tree
was good for food, and that it was a delight to the eyes, and that the tree
was desirable to make one wise, she took from its fruit and ate; and she
gave also to her husband with her, and he ate. 7 Then the eyes of both of
them were opened, and they knew that they were naked, and they sewed
fig leaves together and made themselves loin coverings. 8 They heard the
sound of the LORD God walking in the garden in the cool of the day, and
the man and his wife hid themselves from the presence of the LORD God
among the trees of the garden. 9 Then the LORD God called to the man,
and said to him, “Where are you?” 10 He said, “I heard the sound of you
in the garden, and | was afraid because | was naked, so | hid myself.”
11 And He said, “Who told you that you were naked? Have you eaten from
the tree of which | commanded you not to eat?” ...21 The LORD God made
garments of skin for Adam and his wife, and clothed them.

(Genesis 3:1-11, 21)

The naked bodies of Adam and Eve never posed any problem until the appearance
of the conniving snake that encouraged the two to eat the forbidden fruit. Only
then they learned the difference between good and evil and felt the notion of
shame. The self-awareness of Adam was not only the reason for his hiding from
God but also proof that he knew he had sinned. The original sin% disobeying
God’s explicit words, was the reason for God’s anger and for the punishment
that followed. In later periods this perception came to include nudity and sin, a
combination preserved by religious institutions even until today.

In Pagan Greece and before Christianity, the male nude was the icon of ideal
beauty, not the female. The prime of this beauty was represented by young athletes
who trained naked in the gymnasium, sculpting their muscles in the fresh air.> For
these young men, the body was a symbol of power. They were admired by young
boys who aspired to be like them, as well as by older men who looked back and
reminisced on their early years.® These athletes were in the center of the Olympic
Games which took place in Olympia starting in 776 BC, where many pilgrims came
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