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INTRODUCTION 

Photography has been reinventing itself since its inception. From 

daguerreotypes to glass negatives, instant Polaroid film to unlimited digital shots, 

images are our reflections, our fantasies and our teachers. “In photography we 

possess an extraordinary instrument for reproduction but photography is much 

more than that” says Laszlo Moholy-Nagy. 

 

It is no accident that the medium of photography and the promises it 

makes and withholds is the one I selected to express the contradictions of my 

own life. I work along the lines of artist and theorist Minor White who used the 

image of the real “without its usual identifiers” and Wolfgang Tillmans who 

perceived of the world through the camera as “an extension of the Self and a 

vehicle to extract unconscious thought from the Self to the Other.”  My own 

interaction with photography has evolved from the more conventional experience 

of memorializing and recording events, to a visual articulation of personal 

apprehensions.  Once the focus was shifted inward, the medium of photography 

and its unique properties seemed the most fitting form of expression.  
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A self-searching condition is the ground from which I begin. Photography 

becomes an unfolding where the truth is not inherent and fixed but a continuum 

of increasing understanding, never complete. The notion of light is used 

metaphorically as a medium both revealing and transformative, in various 

increments of intensity, gradually   illuminating a personal universe by opening 

dimensions of meaning.  

 

ORIGINS OF THE WORK 

What unites my work is the fact of adaptability and blending. This common 

denominator represents a characteristic of the Self as it compromises in order to 

conform with the social Other, and in order to adjust to one’s own sense of 

estrangement. At the onset of the process, manipulation of materials leads to a 

manic transmogrification that occurs through the inexhaustible investigation of 

proportion, volume and texture in images. 

 

In my work, photography is unleashed from recognizable reality. The 

enigmatic practices of progressive creation and distortion of images go hand in 

hand from conception to post-production.  The method is reflective of the need to 

reinvent, to construct, deconstruct and reconstruct, in the recreating and 

distorting of the Self. As it progresses, the work depicts opposing states of order 

and disorder, planned rationality and randomness, free-flowing fluid form against 

rigid geometric line.  It varies in color intensity from vivid saturated hues to muted 
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translucent tones. The images mask and reveal, in the effort to resolve the terms 

of an unlived life. Control and manipulation are omnipresent in the work but they 

sharply contrast visual release and abandon.  Amid these paradoxical shifts 

between constraint and freedom an investigative quest for artistic and psychic 

autonomy takes place. 

 

The inductive play of chance and spontaneity is the strategy that 

embodies  a significant role in generating the work.  Within this spinning rhythm 

of purest spontaneity, the photograph, however, is a permanent record of the 

emotive energy with which it was conceived.  The kinetic performative process of 

acquiring and assembling the materials and the gestural strokes employed in the 

actual shooting carry through to post-production when the images are further 

manipulated.     

 

INFLUENCES 

 Although my vision of photography comes from a personal experience, 

there have been important artists and theorists who have come before me and 

illuminate what I am attempting to do.  Roland Barthes, perhaps the most 

influential thinker on photography, dubbed the photograph a memorial object. As 

powerful as this concept is, it is not the only way to make photographs. My own 

vision has been very different.  
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When I established self-portraiture as the foundation of my art, my 

understanding of the medium was limited. But I was seeking to make pictures 

that captured me for my own memories. I was investigating. Since then I have 

been exposed to artists who had been working along similar lines such as Fox-

Talbot who was an experimenter and took some of the very first photographs of 

everything from flowers and plants to lace and landscapes. Minor White, as I 

have mentioned, emphasized the subjective aspect of photography but Moholy-

Nagy and his light-space modulators were also practicing a non-memorial 

photography. These artists gave me a sense that I was not alone, and with 

further study I have drawn considerable inspiration from them. Contemporary 

photographer Silvio Wolf expresses the sense of photography I am pursuing:  

 
“We cannot produce pictures of immaterial entities like dreams, hopes or 
states of mind…the medium’s constraints may be its power of 
revelation…by defining a means to express our vision…to grasp what 
cannot be seen through literal vision.”  
 

The work assumes an abstract form, an integrated discipline of seeing and 

composing through a continuum of recognition and discovery. Borrowing terms 

and ideals from the earlier art movement, Abstract Expressionism of the New 

York School of the 1950’s, especially the work of Jackson Pollack, this genre 

communicates automatism and direct physical action. Furthermore, Pollack’s 

practice of ignoring the confines of the rectangular field in favor of a continuum, 

gives the impression of going on forever, and is similarly employed in my work, 
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actively involving the viewer’s imagination to continue the image experience 

indefinitely beyond the four edges of the frame. 

 

ORIGINS II. PERSONAL NARATIVE of DISLOCATION 

 Much of human perception springs from the process of formulating a set 

of conventions in the experience of the Other and grasping differences or 

divergences from those norms. 

 

Conclusions are provisional within this process of self-affirmation and self-

validation, and the experience of achieving these states can be fraught with 

uncertainty, as it has been for me.  

 

Thought at first to be a miscarriage, I was nevertheless born, on the 

unfriendly shores of a very foreign country following my family’s arduous ship 

journey from Cairo to Marseilles. My family was uprooted from the Middle East, a 

locale where they had been entrenched since the Spanish Inquisition of 1492. It 

marked the beginning of the contradictions that have defined my life.   

 

Growing up as a Jew from an Arab land in France, a hostile environment, I 

was advised not to divulge my identity. Rich cultural and religious traditions had 

to be stifled behind a veil of shame, affecting self-esteem during the years of 

childhood when one is forming a sense of Self and is vulnerable to the opinion of 
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the Other. This complex emotional texture was compounded by a subsequent 

immigration to the U.S at the impressionable age of thirteen.  

The unresolved experiences have festered in my unconscious. The teen-

ager’s intense need to fit in magnified the experience, and throughout the 

following several decades the need to conform triumphed over the desire for 

freedom or freedom of personal expression.  This prolonged denial of one’s 

authentic Self has played havoc with the psyche.  The unresolved, denied Self, 

has emerged from its stifled natural development, from a cycle of concealment 

and degradation.  Is photography a cause of this emergence or an effect of it? 

Perhaps both. The ensuing frenzy of image making has begun to illuminate 

darkened places within, constructing new meaning in a world where meaning 

could not be found and identity in all its aspects could not be fully embraced.  

  

THE STEP INTO PHOTOGRAPHY 

The introspective nature of self-portraiture first revealed the evidence of a 

disrupted identity in eerie compositions in which my image appears safely 

guarded behind frescos of light. I layered shields of opposing hues to sharply 

divide and distort facial features. Moholy-Nagy remarks that “light, if rendered 

into art, must first be transmitted and transformed through materials.” With 

photography, he adds, “we face reality with an immediacy which no other 

medium can parallel.”  It was the immediacy and the idea of transmitting and 

transforming light that attracted me to photography, which always has one foot in 
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and one foot out of the visible world. No other medium could offer the kind of 

revelation that photography promised.  

 

  Photography and the unique elements inherent to its language -- multiple 

exposures, aperture and shutter speeds, angle shots, increments of light 

measured as stops -- are essential to conveying the incessant nature of the 

expression and are part of a continuous interpretive process in my attempt to 

disclose a mysterious reality, not a picture or an image. 

 

 The paradoxical value of photography is that it embodies the kind of 

variability unavailable in other mediums. Apparently stable and objective, it 

frustrates interpretation, and the visual elements of the images constantly 

threaten to dissolve their arbitrary frames. “The picture is cut off from anything 

that would explain it,” says Lyle Rexer, author of The Edge of Vision. “It withholds 

as much as it exposes, revealing itself as a question mark.” he adds. 

Although the photographic image provides but a slice of reality, in time, it 

can offer a means to comprehend a new dimension. It can induce an emotional 

experience of space and light. The captured interplay of light and pattern 

animates the photographic surface engaging the viewer in the simultaneous 

process of perception and reflection. 
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Photography has opened a new field of visual articulation for me.   

Through the optical lens a shift in paradigm has been initiated, reversing the 

prolonged cycle of denial and turning away from the Self, initiating a healing 

journey based on making, looking and reflecting.  A continuum of creative 

impulses, directed toward self-authentication has revealed the inadmissible 

evidence of my life, or perhaps it created the conditions for acknowledging that 

evidence.  Aristotle recognized art “for its therapeutic value to arouse and purge 

dangerous emotion.” But Moholy-Nagy saw photography as more constructive 

and integrative. 

 

“Photography’s unique ability to impart a heightened increased sight in 

terms of time and space induces a psychological transformation of our eyesight,” 

he wrote. “Seeing, feeling and thinking simultaneously integrate and transmute 

single elements into a coherent whole.” 

 

HOW THE IMAGES COME TO BE 

Unlike Barthes’ theory of subject (referent), spectator and photographer as 

separate parties in the photographic process, my method employs an integration 

of the three.  The subject consists of visual elements, non-referential materials, 

selected neither for their subjectivity nor their objectivity but rather for their 

concrete physical properties such as form, color, texture, translucence or opacity, 

fluidity or rigidity. Likewise, the viewer and the artist are not separated but united 
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in an exploration of the Self through the nonrepresentational form of the 

photograph.  

 

The final print is not pre-visualized; on the contrary the result is discovered 

only after the photograph has been completed.  

 

All of my works have been made in series. They adopt a serial attitude 

successively evolving works linked by common and repeated elements and 

collectively identified by some kind of overall categorization and series titles. 

 

Ultimately there is optimism despite the degradation. Saturated masses of 

joyous hues at various stages of implosion and explosion animate a series of 

work titled “Deluge.”  These works are contrasted with the ephemeral transient 

abstractions in the “Rays” series, which employs a geometric rigor, a repeated 

grid pattern layered into intersecting lines. A fine scale-shift of light and dark 

alternately obscures and illuminates the narrow paths of the “Labyrinth” series.  A 

preconditioned response pattern has governed most of my life, the imperative to 

blend in chameleon-like with the Other.  The “Chameleon” series offers a pure 

experience of fluid optical chromatic composition where vibrant opposing color is 

employed as self-expression.  In a series of installations, the single image loses 

its identity and becomes a detail of the assembly, an essential structural element 

of a whole.   In the series “Flutter”, “Bloom” and “Bird’s Eye View”, a dualism 
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between physicality and abstraction unfolds in an emotional whirlwind of 

exuberance and liberty. As a child, I experienced weekly Sunday outings on the 

French provincial countryside where the sudden lack of restriction filled the spirit 

of my younger self, igniting an all the more profound sense of freedom and 

delirium.  The splendor of Nature and all its early wonder unfolds metaphorically 

in my photograph with a sense of joyous abandon in my life as in my art -- 

whether in hot pursuit of colorful butterflies, smelling and picking wild flowers, or 

best of all, on walks perched on my father’s shoulders, head pulled back, gazing 

up at the sky through majestic trees in a child’s self induced state of giddy 

dizziness. Likewise the series “Collisions” and “Seacoast” recall a time spent 

anonymously basking in the beauty of the Mediterranean Sea air.  These 

moments reoccur in the unconscious and are recaptured and recreated through 

the act of photography.   

 

The work is generated from a constant interactive morphing of form, line, 

and color accomplished in the camera and on the computer. It ruptures the 

functionality of the camera’s mechanics in the effort to blend and blur the 

elements of recorded light. “Photography is painting with light,” says Moholy-

Nagy.  Light brings three-dimensionality to an otherwise flat surface. Although 

illusory, light restores the fundamental dimensional form and allows the viewer to 

enter the space.  
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 Conventionally the photograph is the result of the extraction of the real 

from its temporal context. In the words of Roland Barthes, “The photograph does 

not invent, it is authentication itself…a certificate of presence.” But the presence 

here referred to is a past presence. Photography can evoke another kind of 

presence. 

 

In its constructivist aspect, the work further challenges the already 

ambiguous specificity of the medium as a subtractive genre. Parallel to the 

painter’s white canvas, in my work the photographic image is generated from a 

blank slate, through an additive process. I create a three-dimensional construct 

manipulated in inexhaustible relationships.  The lens exploits the various 

sculptural materials to modulate changes from the surrounding light registering 

its refracted effects.  The substance and identity of the photographed objects 

rapidly recedes as I blend the originally unrelated space and time elements to 

juxtapose and fuse into unity.   Incorporating motion to transcend the emotional 

energy and working with light values, highlights and shadow and spatial 

relationships, the assemblage is alternately constructed, captured, 

deconstructed, reconstructed and re-photographed.   

 

The emerging compositional blocks of color combine fluctuating rectilinear 

and fluid strokes of vibrant or cool hues, merging flattened and geometricized line 

with voluminous three-dimensional form. These elements vary in complexity of 
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plane from simply defined boundaries to intricately dense surfaces. The result 

hinges on choices between accidents and fortuitous occurrences. This process is 

equivalent to collage and assemblage. 

 

The investigative dimension of photography and its continual urge to 

transcend what is visually “given” makes possible a visual record of the invisible 

and presents a new argument for the medium.  “Photography is not a record of 

the dead but a means of generating wholly new images that remain new and 

active” says Lyle Rexer. 

 

“Vital construction is the embodiment of life and the principle of all human 

and cosmic development. Transported into art it now means the activation of 

space by dynamic-constructive systems of energy.” says Moholy-Nagy.  

 

Using motion both in the process of capturing an original image and in 

creating the final output disclaims the camera as an instrument preordained to 

the notion of stillness, as has typically been the case from the earliest days of the 

medium, from the strapping of the subject in portraits to the use of tripods.  

Moreover, idealized concerns for sharpness and detailed clarity in the 

photographic image are thrown out in favor of the haziness of the blur. The 

preoccupation with the exactness of the mechanical tools is similarly sidetracked 

in favor of a more intuitive use of the equipment.  
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The artist’s intervention in post-production further abstracts selected 

images. An intensive program of digital editing follows the original capture of an 

image. The image is cut apart and reassembled using digital tools, then distorted, 

blurred or even obliterated. The characteristics of the technology available today 

are significant in the historical development of the medium of photography.  They 

allow an unprecedented degree of intervention but do not reveal it.  And although 

the process is a physical one, the artist’s hand is not apparent in the final output. 

There is a vast slippage between the physical and mechanical worlds.  

 

Dictated by the subconscious, the visual language, for me has existed as 

an insistently expressionistic approach.  As photographer, I am not as Wolf 

suggests, “a conscious contributor in the time and space the work is physically 

created.” The instinctive process proposes a creative strategy that alternately 

illuminates and conceals a personal narrative.  From the defacement of the 

original self-portraits and opacity of the “masks” obliterating the Self, there 

emerges a poignant elusive transparent form, introverted and withdrawn.  

Temporality is irrelevant in this altered state; the repetitive process of capturing 

and manipulating induces delirium and listlessness, which yield the crucial states 

of vulnerability and abandon necessary to expose the contents of an inner 

emotional state. The pixel-by-pixel serial environment of digital photography, 
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whose activities are inherently repetitive, lends to the cathartic aspect of image 

making unavailable in other mediums.  

 

CONCLUSION 

Abstraction in photography epitomizes the optical expression indigenous 

to the medium.  Abstraction induces an investigative spirit, and impulse to 

constantly redefine self and objects. It elicits the constant probing and 

questioning of proscribed limits, a spirit that embodies a personal yearning to 

explore beyond the constraints of restrictive imagined boundaries in life and in 

the medium of photography. 

   The perpetual cycle of expression and exploring, in the act of redefining 

the Self symbolizes a liberating journey. Will it be a never-ending one?  

According to Lyle Rexer who answers the question in the affirmative, there is not 

a single truth… there will always be nuanced and differentiated forms of the Self 

to recognize as we develop and grow. In as much as the medium I selected 

encourages constant discovery, and since a resolution that affirms the authentic 

Self has been elusive, photography remains for me an ongoing process, never 

static.   

 

The self-transcending world depicted in the final output is one I hope will 

animate and invigorate the viewer’s imagination, spurring revelation through 
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personal self-refection in a flawless merging of subject, artist and spectator, as a 

single vessel able to receive and be internally inspired.   


