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Talia Chetrit’s photography 
captures an eroticism that is 
arousing beyond the limited 
means of pornography. She 
shows sex as a life force that 
is always around us, while at 
the same time expressing her 
desires in a bold, beautiful 
way. Chetrit takes control – 
and female control is female 
power



Take, for example, this photograph: 
Chetrit shows her pregnant belly, her 
husband’s erect cock, and their take-
it-or-leave it gaze. 
It’s a self-portrait; 
it’s a family portrait; 
it’s pornography. 

She reminds us that sexuality is multi-
dimensional – an essential part of 
being that is always present. Chetrit’s 
work also stands in contrast to the 
ubiquity and passivity that define our 
contemporary culture’s relationship 
to sex – and sexual imagery – in the 
digital realm. 

From Instagram to OnlyFans, we are 
oversaturated by cheap performances 
of sexiness and sex itself. In contrast, 
Chetrit’s striking film photography 
captures her models (and herself) 
making careful, authentic assertions 
of body and being. From the 
subconscious eroticism of her early 
work as a teenager, to her more recent 
Bottomless series focused on her own 
genitalia, Chetrit’s work commands 
you to pay attention. 

Sex and power are deeply entangled in 
art as in life. What should we make of 
the essential but fraught relationship 
between an artist and their muses? 
It is an unequal and sometimes 
coercive dynamic, as the #metoo 
movement reminds us again and 
again. Yet, capturing female sexuality 
on a camera should be empowering 
rather than exploitative. American 
photographer Talia Chetrit’s oeuvre is 
a forceful example of such intention. 
Hers is a female gaze in which she is 
unquestionably in control. “This is my 
vagina. This is me having sex with my 
partner,” she o!ers with a refreshing 
matter-of-factness.  ¨��
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ANDREW PASQUIER: You often will incorporate 
photographic apparatuses – like a shutter release 
cable or the camera itself – directly into your images. 
It’s as if you are saying: this is a performance.

TALIA CHETRIT: Yes exactly, once a camera is present 
it is always some sort of performance, there’s 
a dynamic that just wouldn’t exist without the 
camera. I include the cable release in some pictures 
because that’s simply how the pictures are made.  

At the same time, it also elevates the apparatus 
and clearly shows who is in the power position as 
the photographer. It also articulates that the act of 
taking the picture is also what is creating the subject 
matter to begin with. 

AP: In prudish historical debates over censorship of 
art and pornography, there is a reoccurring issue: 
is nudity inherently sexual? 
The answer is clearly no, but I wonder if you ever 
play with that gray zone. You may be fully naked in 
one of your photographs, but does that mean we 
should be thinking about sex?

TC: I don’t think of my work as having nudity, exactly. 
More like circumstantially naked. In the sex pictures 
I made with my partner, when we first started dating, 
the pictures where the outcome of setting up a situ-
ation for me to understand the new relationship. The 
images are a result of that. In the Bottomless series, 
it was really about the vagina and I was otherwise 
clothed. I guess at times there is some nudity, but 
I think about it more as having no clothes on than 
about the female form or about “the nude.”

AP: You do a lot of fashion photography, too. I saw 
that you recently shot ECKHAUS LATTA’s Spring/
Summer 2021 Campaign. 
When shooting commercial images, 
how do you think differently about your audience? 
Do you change your approach?

TC: The main difference is speed. When I have a show 
of my work, my audience (I hope) will give me more 
of their time and look deeper at both a single image, 
but also the overall edit and choices that make up 
the whole. There is more of an exchange between 
me and the viewer. Fashion is a faster read. Both 
fashion and art can be equally challenging for 
different reasons. During a fashion shoot, there is 
usually only a day to make a ton of pictures, and 
you have to deal with whatever challenges arise –  
bad weather, nosebleeds, no-shows – you just have 
to push through and troubleshoot.

AP: It’s less about subtlety. 
It’s more intended as a loud statement.

TC:  Yeah. There’s no expectation that someone is going 
to analyze a fashion picture deeply even if there is 
still a message, it’s not accompanied by text and the 
intent is very clear. But, in contrast, just the fact that 
you would put something out there as an artwork 
already begs a lot of questions. There’s no obvious 
answer to WHY?

AP: Like in your ECKHAUS LATTA shoot?
TC: That shoot is a really good example of blurring the 

lines between the two worlds. 



One of the models in the Eckhaus Latta shoot, EVER, 
is someone I’ve been shooting for seven years, since 
she was 7 years old and has been in many of my 
shows. LIAM, the other model, is my best friend’s kid. 
We shot it at my house with almost no one on set 
except us. The shoot itself was similar to how I would 
shoot my parents or my partner or myself.

AP: In your images – whether with EVER or in your 
own archival photos from when you were a 
teenager – you often beautifully capture this kind 
of budding sexuality that adolescents exude as 
they experiment with who they are. 
Their adult-minded body consciousness and self-
awareness is yet to be defined. When shooting 
over many years with a child model like EVER, 
what kind of transformation do you get to witness? 

TC: Ever really challenges me to think about how much 
she understands the representation of sex and self. 
When I’m shooting EVER, I never tell her what to do, 
how to pose, and really let her guide the images. 
Sometimes she wants to crawl on the floor and 
sometimes she wants to read her book and be 
left alone, and I’ll take a picture of either. I’m more 
interested in how she wants to be photographed 
and how that changes as she gets older. 

AP: Adolescents today are growing up with selfie 
cameras and online platforms full of sexual 
imagery. How do you reflect on cultural and 
technological shifts like the rise of Instagram?

TC: The way Instagram has changed image culture 
has played a big part in my work in very direct and 
also subconscious ways. The pictures that I took in 
middle school of my friends and showed 20 years 
or so later, for example. When we, as kids, took 
pictures, we thought no one was ever going to see 
them. Taking a picture didzn’t feel very public. 
Yet now, a phone in the room is more than just that, 
it could change your whole dynamic at school and 
you live with an awareness of that. 
When I took those pictures, we were free of that, 
but that evolution is now part of the pictures, 
retroactively. 

AP: When you’re working with adult models who have 
trained themselves to think constantly about 
their self-presentation and their sexuality, do 
the images somehow come off less authentic? 

Professional models especially know how to give 
all the cues immediately. It must change the way 
you work with them. 

TC: Some models are really good at modeling and I 
don’t expect the same result or experience as I do 
with someone like EVER. Once I find a model that 
I connect with and there is a good back and forth 
between us creatively, I usually shoot them a lot. 
Over time, we learn how to read each other and the 
pictures evolve from there – it’s symbiotic. 










