
·ˆÈÓ†Ô‰†¢˙¯ÂÁ¯Á�˘¢·†È¯¯‰†ÚË†Ï˘†˙Â„Â·Ú

˙ÈÈ¯Ï‚† ˙‡† ‰‰ÊÓ† ‰ÙÂˆ‰† ÆÈËÓ¯„† È¯ÂÈˆ

˙‡†¯˙‡Ó†¨‰Ó¯„·†˜ÏÁ†ÌÈÁ˜ÂÏ˘†ÌÈ„È˜Ù˙‰

ÆÔ˙È‡†‰‰„ÊÓÂ†˙ÂÂ˘‰†Ë·Ó‰†˙Â„Â˜

‰˘Ú†˙Â‰Ê‰†ÔÂÈÎ†¨ÌÈ„È˜Ù˙‰†˙ÈÈ¯Ï‚·

Â¯ÂÚ† ÔÂ‚Ï† ¨ÛÂ‚‰† Ï˘† Â˙Â‡¯Ï† ¯È˘È† ÒÁÈ·

˙ÂÓ„‰†Æ‰˜Â˘˙†‡˘ÂÓÎ†Â˙Â‡†ÔÂÎÓ‰†Ë·ÓÏÂ

¨È¯Â‚Ë˜† ÈÓÂËÂÎÈ„† Ë·Ó† È„È–ÏÚ† ˙Ú·Â˜Ó

˙ÈÓÂËÂÎÈ„† ‰ÓˆÚ† ‡È‰˘† ‰Ù˘·† ‰·ÂÓ‰

Ø‰„ÏÈ†¨‰˘È‡Ø¯·‚†¨Ô·ÏØ¯ÂÁ˘†∫˙È¯Â‚Ë˜Â

Æ‰¯ÂÁ˘Ø˙ÈÈ„ÂÏ·†¨‰˘È‡

ÌÏÂÚ†ÆÈ„È¯·È‰†ÌÏÂÚ†˙ÂÙ˘ÂÁ†˙ÂÈ¯Â‚Ë˜‰

¯ÂÁ˘‰Â†Ô·Ï‰˘†ÈËÒÈÏ‡ÈÂÏÂ˜–ËÒÂÙ†È˘ÈÏ˘

‰˘È‚Ó†˙¯ÂÁ¯Á˘†‰„ÏÈ†Æ„¯Ù‰†‡ÏÏ†Â·†ÌÈ¯ÂÊ˘

¨Ï·Á·†˙ÂÊÁÂ‡†¯ÂÚ†˙ÂÓÂÁ˘†˙Â„ÏÈ†È˙˘†¨Á¯Ù

ÔÓÊ‰†ÆıÂÙ˜˙Â†‡Â·˙˘†̇ È˘ÈÏ˘‰†‰„ÏÈÏ†̇ ÂÎÁÓ

ËÓ¯ÂÙ·†̇ ¯Á‡†‰„Â·Ú·†Æ˙Á˙ÂÓ†‰ÈÈÙÈˆ‰†Æ‡Ù˜

˜„†Ï·Á†ÏÚ†ÌÈÚÒÂÙ†‰„ÏÈÂ†¯·‚†ÌÈ‡¯†ÏÂ‚Ú

˙ÂÙ˜˙˘Ó†Ô‰È˙ÂÈÏÏˆ†Æ‰ÎÂ˘Á†‰˙˜·†ÔÂÂÈÎÏ

¨„‚ÂÓ‰†ÔÂÂÈÎÏ†˙Â„ÚÂˆ†ÈÏÂ‡†¨ÍÙÂ‰Ó·†ÌÈÓ·

Æ˙ÂËÏÓÈ‰‰†˙ÈÈˆÙÂ‡†˙‡†˙ÂÓÒÓ

˙„Â˜† ‡È‰† ÔÏÂÎ† ˙Â„Â·Ú‰† Ï˘† ‰ÓÈ˙‰

ÌÏÂÚ‰† ÔÈ·Ï† ¢Ô·Ï¢‰† ÌÏÂÚ‰† ÔÈ·† ˘‚ÙÓ‰

Æ¯ÂÚ‰†̇ Â‰Î†̇ „ÈÓ†̇ ÂÚˆÓ‡·†ÔÓÂÒÓ‰†̈ ¢¯Á‡¢‰

˙ˆÒ† ˙È‡¯† ÏÂ‚Ú† ËÓ¯ÂÙ·† ‰„Â·Ú·

˘·ÂÁ† ¨Ô·Ï† ¨ÌÂ¯ÈÚ† ¨¯‚Â·Ó† ˘È‡† Æ‰·ÈÒÓ

‰„ÏÈ†Ï˘†‰Ù˙Î·†˙ÊÁÂ‡†ÂÏ˘†˙Á‡†„È†Æ‰ÎÒÓ

Æ‰˙Óˆ† ˙‡† ‰ÓÈ¯Ó† ‰ÈÈ˘‰† Â„È† ¨¯ÂÚ† ˙‰Î

ÌÈÏ˘ÙÂÓ† ‰ÈÂ˙Á˙† ¨Ë˜˘·† ˙„ÓÂÚ† ‰„ÏÈ‰

Æ˜Á¯Ó†¯ÂˆÈÏ†ÔÂÈÒÈ·†‰·‚†˙‡†‰˙È˘˜Ó†‡È‰Â

Ú·ˆ‰† ˙ÂÈ¯Â‚Ë˜† ‰·˘† ‰„ÈÁÈ‰† ‰„Â·Ú‰† ÂÊ

ÌÈÈ˘‰† ÆÈÈÓ††Á˙Ó†ÈÂÂ¯†˘‚ÙÓ‰† Æ˙Â˘‚Ù

ÔÂÂÈÎÓ†Ú†ÏÚÙÂÓ‰†ÁÂÎ‰†̈ Ë·Ó†ÌÈ¯È˘ÈÓ†ÌÈ‡

¨¯ÂÁ˘Ï†Ô·Ï‰Ó†‰„Â·Ú‰†˙‡È¯˜†ÔÂÂÈÎ†¨„Á‡
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ÔÂ·†È¯¯‰†ÚË††˙¯ÂÁ¯Á˘

˙‡†Ô·Ï‰†Ì„‡‰†Ï˘†Â˘Â·ÈÎ†Æ‰„ÏÈÏ†¯·‚‰Ó

‡ÏÓ† ˘Â·ÈÎ† ‡Â‰† ¯ÂÚ‰† ˙‰Î† ‰È¯ÂËÈ¯Ë‰

ÆÈËÒÈÏ‡ÈÂÏÂ˜†Ô·ÂÓ·†ËÚÓÎ†̇ ÂÓÈÏ‡Â†‰˜Â˘˙

ÌÈ˘† Ï˘† ‰È¯Ï‚† ‰ÎÂ¯Ú˙‰† ÏÏÁ·

Â¯˜ÈÚ·†‡Â‰˘†È˘†‚ÂˆÈÈ†˙ÂÂ‰Ó‰†˙ÂÈÈ„ÂÏ·

˙Ú„ÂÓ†˙ÈÈ„ÂÏ·‰†‰˘È‡‰†ÆÈ˜ÒËÂ¯‚Â†ÌÂ‚Ù

‰Ë·Ó†˙‡†‰¯È˘ÈÓ†‡È‰†ÆË·ÓÏ†‡˘ÂÓ†‰˙ÂÈ‰Ï

ÌˆÚ†ÏÚ†˙¯Ú¯ÚÓ†¨˙ÎÈÈÁÓÂ†‰ÏÂ·Á†ÔÈÚ†ÌÚ

˙Â‰ÊÎ†ÌÈÈ˜˙‰Ï†˙È˘†˙Â‰Ê†Ï˘†˙Â¯˘Ù‡‰
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eta Harari-Navon’s works in Brunette form a
dramatic painterly installation. The viewer
identifies the gallery of roles taking part in
the drama, recognizes the various points
of view and identifies with them.

In this gallery of roles, constitution of
identity is performed in direct relation to
the body’s visibility, its skin color, and the
gaze that renders it an object of passion.
The figure is fixated by a categorical
dichotomous gaze built into a language that
is, in itself, categorical and dichotomous:
black/white, male/female, girl/woman,
blonde/brunette.

These categories expose a hybrid world,
a post-colonial Third World where black
and white are inseparably intertwined. A
black-haired girl is offering a flower, two
brown-skinned girls hold onto a jumprope,
waiting for a third girl to come and play.
Time has frozen. Anticipation is tense.
Another work in a round format features
a man and a girl walking on a tightrope
toward a dark hut. Their silhouettes are
reflected in the water inversely, perhaps
walking in the opposite direction, marking
the option of escape.

All the works are concerned with the
meeting points between the “white” world
and the “other” world, represented by the
skin’s degree of darkness.

Another work in a round format
presents a party scene. A naked white adult

man is seen wearing a mask. One of his
hands holds onto the shoulder of a dark-
skinned girl, his other hand lifts up her
braid. The girl stands quietly, her panties
rolled down, and she arches her back in an
attempt to create some distance. This is
the only work where the color categories
meet. The encounter is imbued with sexual
tension. The two figures do not look up.
The power exercised is unidirectional; the
reading direction is from white to black,
from the man to the girl, symbolizing
white man’s conquest of the dark-skinned
territory as one teeming with passion and
violence, in a virtually colonial sense.

The exhibition space offers a gallery of
blonde women that form an essentially
flawed and grotesque female represen-
tation. The blonde woman is aware of the
fact that she is an object of the gaze. With
a bruised eye, she looks straight ahead,
smiling, thus undermining the very
possibility for female identity to exist as a
perfect, intact identity.

The gaze becomes a key player in the
gallery of roles presented in the works. On
one hand, the gaze is returned, even with
inflamed or bruised eyes; on the other hand,
there is the absent gaze, which is concealed
by a mask, glasses, or downcast eyes. All
these intersect to form a web of gazes that
structures the body present in the painting,
while highlighting its weak points.

Brunette  Neta Harari Navon
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È˘‡¯†Ô˜Á˘Ï†ÍÙÂ‰†Ë·Ó‰†Æ˙ÓÏ˘ÂÓÂ†‰ÓÏ˘

„ˆÓ†Æ˙Â„Â·Ú·†˙ÁÎÂ‰†ÌÈ„È˜Ù˙‰†˙ÈÈ¯Ï‚·

˙ÂÈ˙˜Ï„†ÌÈÈÈÚ·†Ì‡†Ì‚†¨Ë·Ó†˙¯ÊÁ‰†„Á‡

„ˆÓÂ†¨˙ÂÈÈ„ÂÏ·‰†ÌÈ˘‰†Ï˘†˙ÂÚÂ‚Ù†Â‡

Â‡†‰ÎÒÓ†È„È–ÏÚ†¯˙ÒÂÓ‰†¨¯ÒÁ‰†Ë·Ó‰†È˘

ÏÎ†ÆË·Ó†˙ÂÏÈÙ˘Ó†ÌÈÈÈÚ†Ì‚†Â‡†¨ÌÈÈÙ˜˘Ó

˙‡†‰·ÃÓ˘†ÌÈË·Ó†Ï˘†˙˘¯Ï†ÌÈ·ÏËˆÓ†‰Ï‡

˙„Â˜†ÏÚ†‰ÚÈ·ˆÓÂ†¨„ÁÓ†¯ÂÈˆ·†ÁÎÂ‰†ÛÂ‚‰

ÆÍ„È‡Ó†Â·†‰ÂÓË‰†‰˘ÏÂÁ‰

∫È¯Â‚Ë˜Â†ÈÓÂËÂÎÈ„†Ë·Ó

¨‰˘È‡Ø¯·‚†¨Ô·ÏØ¯ÂÁ˘

¨‰˘È‡Ø‰„ÏÈ

‰¯ÂÁ˘Ø˙ÈÈ„ÂÏ·

A categorical,

dichotomous gaze:

black/white, male/

female, girl/woman,

blonde/brunette
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‡˘ÂÓ†‰˙ÂÈ‰Ï†˙Ú„ÂÓ†˙ÈÈ„ÂÏ·‰†‰˘È‡‰

ÌÈ˘†Ï˘†‰È¯Ï‚†‰ÎÂ¯Ú˙‰†ÏÏÁ·†ÆË·ÓÏ

Â¯˜ÈÚ·†‡Â‰˘†È˘†‚ÂˆÈÈ†˙ÂÂ‰Ó‰†˙ÂÈÈ„ÂÏ·

ÆÈ˜ÒËÂ¯‚Â†ÌÂ‚Ù

The blonde woman is aware of the fact that

she is an object of the gaze. The exhibition

space offers a gallery of blonde women that

form an essentially flawed and grotesque

female representation.




