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‘... The Sand and the Sea...”, 2001, oil on linen, 92x100
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Edward Hopper, in: Gail Levin, Edward Hopper, *
Bonfini Press, Nacfels, 1984, p. 49.
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View across the Border, c. 1955, oil on cardboard,
34.5x24
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Composition in Blue, 1963, oil on canvas,
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A House in the Sonora Desert, 1984
soft pastel on paper, 22.4x30
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David Hockney, David Hockney by David ¢
Hockney, London, 1976, p. 124-125.

David Hockney in: David Hockney ’
Retrospective, Los Angeles, 1988, p. 85.
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Letter from Ayelet, 1989, oil on linen, 79x59

89x89 JNWH T2 Yy 1w ,2005 /] 117K >
Sisters I, 2005, oil on linen, 89x89
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36x28 7" Sy Hvob ,1998 ,72% 5171 07, DMW
Sky, Sea and a White Flag, 1998
soft pastel on paper, 28x36
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London, summer 1990, oil on linen, 92x92
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At the Library II, 1986
soft pastel on paper, 61x46
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A Guitarist in Seville, 2005, oil on linen, 81x50

(18]

T N1oYyn

1975
5K 00 MA Sw Nk e, 075 mpK

1991
JNOIR 0 19,73 Sy ow - oy
amK-5n

1993
pOVIRT 110 777515 1370 nA1 DX
9 ,man’

;171 5y war Yoo ,1999 7177131 11 owrs
48.5X33.5

Cistus salviifolius and Ranunculus, 1999

soft pastel on paper, 33.5x48.5
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100x92 ,JNWH T2 5y 1w ,2005,”..73 171K 77177

“Depict me this way...”, 2005, oil on linen, 92x100






50x92 ,JNWD T2 Yy W ,2003 /] N1opnwiT
Reflections II, 2003, oil on linen, 92x50

81x92 ,JNwh 72 Sy 1w ,2003 1 11MopnwiT >
Reflections I, 2003, oil on linen, 92x81

<5460 ,JNWD T2 by 1w , 2004 ,7 07 71113 17
Neveh Yam Beach I, 2004, oil on linen, 60x54

(21]









45.5x50 ,JNWH 12 Sy aw , 2004 /] 07 71113 937 >
Neveh Yam Beach II, 2004
oil on linen, 50x45.5

30x30 ,'[.I'\WB T2 '757 1MW ,2002 ,°21"70T oeIN
The Frisbee Player No. II, 2002

oil on linen, 30x30

(24]



54x30,]nwH T2 Sy MW ,2002 , 7317997 P11
The Frisbee Player I, 2002, oil on linen, 30x54
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Leave, 2003, oil on line
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100x89 ,JNWH T2 Yy 1aw , 2003 7 711772”
“Nirvana” I, 2003, oil on linen, 89x100

(27]



92x92 ,JNWH T2 Yy |nWw 2004 073
At the Sea, 2004, oil on linen, 92x92

(28]
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92x92 WD T2 Yy 10w ,2004 ,/TIIOK S Tam5 175y
No Access to the Tower, 2004, oil on linen, 92x92
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81x54 ,JNwn T2 Yy 1w , 2003 /7 07155 1w oy MK 54x81 ,JNws T2 Yy 1w 2003,/ 07253 uw oy TwK >
Woman with Two Dogs II, 2003, oil on linen, 54x81 Woman with Two Dogs I, 2003, oil on linen, 81x54



81x92 71370871 JNwn T2 Sy aw ,2002 ,/V-1 II] o1 5122 5y 1no
Autumn III & 1V, 2002, oil on linen, diptych, 92x81

(32]



e --_.-r:u-.-.._#

54x92 712D JNWD T2 Yy 1w 2002 ,//-1 I o7 5131 5v 1no
Autumn I & II, 2002, oil on linen, diptych, 92x54

(33]



100x41 ,JNwD T2 Yy 1w , 2002 /7 7K 717¥2 MmN nw
Two Pictures in One Painting II, 2002, oil on linen, 41x100

(34]



130x92 JNWH T2 Sy 1w , 2001 ,/ TAK 717¥3 1m0 N

Two Pictures in One Painting I, 2001, oil on linen, 92x130
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13 by MW, 2002 ,0%731 W1 20 AKD DY MWK
A Lady with a Backache and Two Men, 2002, oil on canvas
40.5x50.5 IV, 40.5x54 III, 40.5x50.5 II, 40.5x54 I




il

k

_—

-

2004 ,/ n1IIX

JNwsd T2 Sy ;ow

130x89
Sisters I, 2004
oil on linen,

89x130
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54x65 Jnwh 12 Yy ow , 2002,/ wa-wiiT phin

Backgammon Players I, 2002, oil on linen, 54x65
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100x89 ,JhwhH 72 Sy 1w, 2003 I wa-wwi pown
Backgammon Players II, 2003, oil on linen, 89x100

(41]



100x89 ,JNWD T2 Y¥ 1AW ,2004 /10177 ¥ D71 51
On the Wall Facing the Sea, 2004, oil on linen, 89x100




81x92 ,JNwn 11 Sy 1w ,2004 7777
Irin, 2004, oil on linen, 92x81



92x73 JNws 11 Sy 1w ,2004 17 n1737
Friends II, 2004, oil on linen, 73x92

(44]



92x73 ,JNWD T2 SY 1AW ,2005 PN YK
A Lady Walking Away, 2005, oil on linen, 73x92



103x89 ,JNWH T2 Sy 10w ,2004 1 0%7 4172 [K71TI1
Mondrian at the Beachfront I, 2004, oil on linen, 89x103

(40]



114x89 ,JNWD T2 Sy 10w , 2005 ,// 077 5173 K771
Mondrian at the Beachfront I1, 2005, oil on linen, 89x114



100X 73 ,JNwH 72 Sy NW ,2005 , 17WKT 27777
The Fisherman and His Wife, 2005, oil on linen, 73x100

(48]



100x73 ,JNWD 12 Yy (W ,2005 ,13TAK
Motherhood, 2005, oil on linen, 73x100
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40x30 ,72 YV 1AW ,2002 ,/71K133 60x81 ,JNWA T2 Y 0w ,2002 ,57¥1 'K >
Images, 2002, oil on canvas, 30x40 No Lifeguard, 2002, oil on linen, 81x60



92x100 ,JNWD T2 Yy 1hw ,2004 /] D107
Dusk I1, 2004, oil on linen, 100x92

[52]



92100 ,JNWB T2 S 0w ,2004 ,/ 01797
Dusk I, 2004, oil on linen, 100x92




50x50 ,JNWh T2 Sy [aw , 2005,/ 77730 017
Rainy Day I, 2005, oil on linen, 50x50

[54]



<38x24 ,JNWB T2 bV 10w ,2003 17137 Y 50x50 ,JNWS T2 by [aw ,2005 1] 77110 07
On the Pier, 2003, oil on linen, 24x38 Rainy Day II, 2005, oil on linen, 50x50
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92x92 ,JNWB T2 Sy w ,2005 /] 7277y 77770 DY 002 97 3
Between Water and Sand with a Yellow Boat II, 2005, oil on linen, 92x92

(58]



100x92 ,JNWD T2 Sy (0w ,2001 ,/ 7307y /770 DY 075 97 2
Between Water and Sand with a Yellow Boat I, 2001, oil on linen, 92x100







100x73 ,JNWh T2 5y 1w ,2005 ,/ “..A0w1 15 20w m” 81x92 JNWwB T2 Sy 1w ,2005 /] “..1aw: 15 20w 17>
“If you are happy and you know it...” I, 2005, oil on linen, 73x100 “If you are happy and you know it...” II, 2005, oil on linen, 92x81

[61]
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,Jnws T2 5y maw

54x81

Barman Hiding,
2003, oil on linen,
81x54




2003 971 1272

,JNws 11 5y maw

Barman Smiling,

2003, oil on linen,
81x54




of Contemporary Israeli Art, Tel Aviv and the
Tiroche Auction House, Herzliya. Presented
Mediterranean Views at the Italian Institute of
Culture (2003). Participated in the 2nd Drawing
Biennale at the Artists’ House, Jerusalem (2004).
Expanded the series of oil paintings depicting
people in motion against the backdrop of the
sea. Some of these works will be presented in her
solo exhibition, Seasons Will Tell, at Mishkan
Le’Omanut, Museum of Art, Ein Harod.

One-Person Exhibitions

1975
Watercolors, Bristol Art Centre, Bristol, England

1991
Paintings: Oil on Canvas, Tova Osman Art
Gallery, Tel Aviv

1993

Mother and Daughter: From Torino to Tel Dan,
The Italian Institute of Culture, Haifa
Paintings: Oil on Canvas, Marc Chagall Artists’
House, Haifa

1995

Paintings: Oil on Canvas, Nora Gallery, Jerusalem

1996
Paintings: Oil on Canvas, D.S. Danon Art
Gallery, Tel Aviv

1997
Alone and Together, Yad Labanim House, Haifa

1998
Views, D.S. Danon Art Gallery, Tel Aviv

2000
The Mullein Still Blossoms in Tammuz, Yad
Labanim House, Haifa

2001
Seven Street Scenes, Haifa City Hall

2003
Mediterranean Views, The Italian Institute of
Culture, Haifa

2006
Seasons Will Tell, Mishkan Le’Omanut, Museum
of Art, Ein Harod

Selected Group Exhibitions

1956

Jewish Ex-Libris, Chemerinsky Art Gallery, Tel
Aviv (won a nationwide competition; exhibited
alongside renowned local and foreign artists)*

1965

Sharon Artists Exhibition, Hod Hasharon (won
first prize)*

Students Painting, The Jewish National and
University Library, Givat Ram Campus, The
Hebrew University, Jerusalem*®

1973
Graduates of the Art Department exhibition,
University of Haifa

1986
Graduates of Jack Levine’s Workshop exhibition,
University of Haifa

1987-2003

Participated in numerous exhibitions organized
by the Israel Painters and Sculptors Association,
among them:

1993
The Annual Exhibition of Haifa Artists, The
Museum of Modern Art, Haifa

1999

The Annual Exhibition of Haifa Artists, Marc
Chagall Artists’ House, Haifa (received the
Hermann Struck Prize for Painting)

2000
Inaugural Exhibition, Castra Art Center, Haifa

2002
Current Affairs, Castra Art Center, Haifa

2004
The 2nd Drawing Biennale, The Artists’ House,
Jerusalem

* Exhibited under her maiden name, Hanna Bachi

(64]

65X50 ,171 %Y w21 Svob ,1999 4177 No¥an

Pancratium maritimum, 1999

soft pastel on paper, 50x65



Chronology

1943

Born in pre-State Israel to Ing. Augusto Bachi, a
writet, and Elena Colombo Bachi, a painter, who
emigrated from Italy in 1939. She was raised in
the Sharon area on a little, isolated agricultural
farm established by her parents and some friends
in 1941.

1951-1961

She started painting in oils at the age of eight.
Won a prize in a nationwide competition for
designing ex-libris, and exhibited alongside
renowned artists at Chemerinsky Art Gallery, Tel
Aviv (1956). An art scholar bought one of her
oil paintings. Spent the summer in Italy (1958);
became acquainted with Classical Art, Italian
Renaissance and Baroque.

1961-1964

Served in the IDE. Studied at the Avni Institute
for Painting and Sculpture, Tel Aviv, under

the instruction of the New Horizons artists:
Streichman, Stematsky and Kahana. Assimilated
the principles of Abstract Expressionism.

1964-1969

Acquired a Bachelor’s degree in Philosophy and
Literature at the Hebrew University, Jerusalem,
where she also studied History of Art and
Education, receiving a teaching certificate.

At the Bezalel School of Arts and Crafts she
took evening classes in ceramics and drawing.
Taught literature. Worked in the Department of

70x90,72 5!7 '[EW ,1989 ,/ 71702 /711210
Rest in the Studio, 1989

oil on canvas, 90x70

Antiquities. Painted in the abstract style. Won
first prize in an exhibition of Sharon-based artists
at Hod Hasharon. First reviews of her work
appeared in the press following the exhibition
Students Painting at the Jewish National and
University Library, Givat Ram Campus,
Jerusalem.

She married Dr. Avshalom Pasternak, a physicist,
and gave birth to her first two sons, Shai (1967)
and Tal (1969).

1970-1973

Moved from Jerusalem to Haifa. Her father
passed away in Italy (1970).

Completed a BA program in Creative Art at the
University of Haifa, specializing in Sculpture
under Moshe Sternschuss’ instruction.

1973-1975

Lived in England. Visited museums and galleries
in Paris, London, and throughout Great

Britain. Deepened her acquaintance with past
and contemporary art. Filled with doubts and
disappointment vis-a-vis the exhibited avant-
garde, she reverted to figurative painting. Staged
her first solo exhibition, Watercolors and Oil
Paintings, at the Bristol Art Centre, England.

1975-1977

Lived in Canada. Visited museums and galleries
in New York, Washington DC, and throughout
the USA and Canada. Became acquainted with
hyper-realistic art, the art of various Native
American tribes and Inuit art. Began sculpting
in soft stone. Studied for a Master’s degree in Art
at the University of Waterloo, Ontario, Canada.
Focused on drawing. Worked as a teacher. Gave

birth to her daughter Yael (1976).

1977-1984
Received an art instruction diploma from
the University of Haifa. Continued drawing

intensively, and taught art. Had a second
daughter, Orli (1980), her fourth child.

1984-1985

Lived in Arizona, USA. Worked in oils, pastels
and watercolors, mainly outdoors. The Sonora
Desert, the pinkish-red soil, the faded green of
the cacti, the scents and the cleanness of the
air, took her back to the sensuous origins of her
childhood paintings and to her personal route
in art.

1986-1991

Participated in a summer workshop with

Jack Levine of New York. Deviated from the
proposed activity, depicting a model in a staged
pose; portrayed a model in motion, a moment
in life. Presented her first paintings portraying
mundane human situations at the University of
Haifa (1986). Visited London and created her

[65]

first street paintings (1990). Staged her first solo
exhibition in Israel, Paintings: Oil on Canvas, at

Tova Osman Art Gallery, Tel Aviv (1991).

1991-1992

Moved her easel from the family’s living room
to her own studio. Visited Paris and painted
the series Place de la Défense depicting urban
figures. Created modular diptychs and triptychs
of “cut” pictures: a jigsaw puzzle within which
the depicted figures walk alongside the viewers
during the exhibition. The street paintings, in
various combinations, have been exhibited on
numerous occasions, since 1991 - in Tel Aviv,
Jerusalem, and Haifa.

51x67 ,7" 5y 005 1998 ,171772/7 1372 a5
Before the Matriculation Exams, 1998
soft pastel on paper, 67x51

1993-1999

Exhibited with her mother, Elena Colombo
Bachi, at the Italian Institute of Culture, Haifa
(1993). Her mother passed away (1994).
Painted field and forest flowers throughout the
four seasons, year after year, a natural cycle of life
and death. The paintings have been exhibited

in Jerusalem, Tel Aviv and Haifa since 1995.
Elaborated on previous themes pertaining to
man, place, and time. Presented a painted
biography based on place references akin to
coordinates in the book of time, entitled Views,
at D.S. Danon Art Gallery, Tel Aviv (1998).
Awarded the Hermann Struck Prize for Painting
by the Haifa Municipality (1999).

2000-2005
Works from the series Place de la Défense were
sold in auctions by Start for the Promotion



2003 27137779 [1972

54x81,JNWD T2 SV nw
Barman Looking, 2003

oil on linen, 81x54




A series portraying human figures in a cityscape inspired by her travels
in Europe preceded the seaside paintings. She was enchanted by urban centers
such as Place de la Défense in Paris, with its cold modern architecture and the
people’s movement. The urban experience is embodied by the figure of the
anonymous individual, the ephemeral chance encounter with others in the
crowd. While the urban paintings contain the tension between the mobile-
organic human image and the static rigidity of urban architecture, some of
the seascapes convey nature’s great intensity vis-a-vis human transience.
The distant, somewhat frozen atmosphere in paintings from both series is
obtained by means of a restrained, cold color palette, a blinding, effacing light,
accentuated shadings and large color planes.

Pasternak possesses a broad humanist education and extensive knowledge
in the history of art, evident in her work which is rooted in the traditions
of western painting. Her mother, artist Elena Colombo Bachi, was her first
painting teacher, and in the family home, Italian by origin, the artist absorbed
the rich heritage of Italian culture and art. Her mother's landscape paintings
accompanied Pasternak since early childhood and were a source for inspiration
and imagination. Some of them recall the paintings of Italian Pittura Metafisica
artists such as Carlo Carra and Giorgio Morandi. Renaissance and Baroque art
books were also an integral part of her childhood, and played a significant role
in her artistic formation. The simplicity and clarity of forms in the paintings of
Giotto, Masaccio, and Piero della Francesca were assimilated in the artist, and
they are discernible in the concise representation of reality, the clearly defined
forms, the coloration, and the restrained emotional expression.

Pasternak’s preference to cling to painting based on her visual experiences
followed a long involvement with abstract, expressive painting. Her training
with painter Yehezkel Streichman, an authoritative abstract artist, concurrent
with the dominance of the abstract trend in Israeli painting until the 1970s,
influenced her early work. Although she turned her back on abstract painting,
and despite her conscious choice of painting based in reality, her works convey
fusion and unification of these two ostensibly opposed inclinations, blending

reality with an intangible, imperceptible entity.

December 2005

50x92 ,'[nWB T2 ‘7.\7 mw 1997 LJIITANWNAIT 177
"The Pump Room”, 1997, oil on linen, 92x50



Sight of the Eye
Dr. Irit Miller

Anna Pasternak draws the ideas for her paintings from observation of her
immediate surroundings. She believes that through eyesight the content, form
and meaning of the work is revealed. In her recent paintings she has observed
people at the seashore. She depicted men and women, youngsters and elders,
children, groups and individuals. They are painted against the backdrop of the
sea, the sky, and the sand, stretching beyond the frame of the delineated scene.
Her works present people in moments of relaxation and repose; performing
physical activities like walking, running and play. The figures in her paintings
are at times identifiable at others, anonymous, self-focused or immersed in
their activities, or alternatively, alert to their ambiance. The figures’ random
bodily gestures seem to have been frozen for a split second, the very second in
which the eye caught a glimpse of this fragment of reality. Indeed, fragments of
daily reality, devoid of superfluous festivity, form a major theme in Pasternak’s
work. Ordinary routine, with its modesty and simplicity, conveys the human
experience which the artist strives to articulate in her paintings.

Pasternak’s artistic credo is shaped through her attentive observation,
with all her senses alert and focused in search for loyalty to the facts of external
truth. She is not interested in her emotions and self, but rather in the eye that
sees and perceives, the mediating eye through which the world is transferred
to the viewer. The magic of the hues, the sensitivity to light, shade and depth,
subtle insights into changing textures, the transitions between the hours of the
day and the seasons of the year - all these compricse the artist’s fundamental
experience. The passage of time is implied by the people’s movement, the
changing configurations of the clouds, the motion of the waves running into
the shoreline, the depths of the puddles, and the elongating shadows.

Pasternak’s painting is closely linked to her personal experiences. In the
1980s and early 1990s she focused on depictions of women, adolescent girls,
mother and child. Her experience as a woman and a mother is discernible
in the intimate domesticity, the introverted nature, and the works warm
yet restrained atmosphere. In recent years the camera has served as mediator
between the artist and the theme addressed in her paintings. She photographs
people in the bustling metropolis, during rest or while walking in the street,
against the backdrop of urban architecture or at the beach. From the myriad
photographs she selects the themes of her work, re-editing them in keeping

with her artistic needs as she paints them.



100X 73 ,JNW 72 bY 1w ,2002 , 777 4373 47907
Winter at Dado Beach, 2002, oil on linen, 73x100



to perfection. The art that I believe in is necessary, precise, meticulous
about details, organic. The art that I believe in is created from pain and
from suffering, it does not demonstrate, does not demand, and does
not shout. The art that I believe in is minor-key, simple and restrained,
covers an erupting volcano. The art that I believe in connects with the

viewers and respects them.

Pasternak’s painting, because it represents reality faithfully, is like a pause;
because it hovers beyond place and time, it is not “social” in the conventional
sense and does not seek to point to political-social relationships. We are
speaking about a personal painterly journey, which seeks for the spirit that is
in reality, in the move that changes in the course of its motion; an investigative
painting, seeking for itself and for the object of its depiction, as if searching

out a secret.

30x22 7M1 Sy Svob 1998 ,017X 5171 07,071y
Clouds, Sea and a Red Flag, 1998
soft pastel on paper, 22x30

[70]



90x70 72 Y¥ 10w ,1986 ,/ /771502
At the Library I, 1986, oil on canvas, 70x90

the gestures of their bodies, which are in motion, in an attempt to decipher
the nature of the connection between them. In two paintings that are one,
Autumn I and II (2002), we see a man and a woman who are walking along
the beach. The sky, the water line and the falling shadow connect the two
canvases together in every possible sense. Nonetheless, the artist wanted these
canvases to exist independently and separately. This decision, which leaves
an open and artificial space between the canvases, should be seen as another
attempt in her striving for depiction that transcends the need to be direct and
immediate. A similar experiment may be seen in the two works Autumn II]
and IV (2002), which belong beside one another. On the background of the
women in conversation who bridge across the gap between the picture-frames
that separate them, we see two people walking arm-in-arm. Similar qualities
are evoked by the pairs of paintings Reflections I and II (2003) and Dusk I and
11 (2004). Here the movement of the people on the seashore can be seen from
in front and from behind, in their reflections in the water and in the shadows
and the changing sizes of the figures from one picture to the next — like an
optical illusion or a children’s game.

Winter at Dado Beach (2002) is exceptional in Pasternak’s total oenvre,
yet is marvelously interwoven with the subjects of her investigations. It has a
distinctively Hopperian aroma, emphasizing the introversion of the figures,
which are physically close to but at a great mental distance from one another,
each absorbed in his or her own world. The man, fully clothed, and with
a baseball cap on his head, sits on the concrete seat and bends over a daily
newspaper. The woman’s thick and naked body fills the slender easy-chair and
her gaze is concentrated on a book. Both of them are lit up by the noon sun,

discernible in their shadows on the smooth wall behind them.

*

A retrospective gaze at the totality of Pasternak’s oenvre reveals it to be many-
meaninged and many-layered. The group of sea paintings, in being shown
together, suggests values that are on the face of it technical (shadowings,
reflections, movement, time), yet turn into a complete painterly whole.
These enable her to examine human values that interest her no less. The artist
declares, in a kind of summational confession:
The art that I believe in is art that brings about a kind of elevation of
soul, a kind of exaltation. A non-existent bridge between the base and
the sublime. A sensuous expression of the yearning for the unattainable.
The art that I believe in is many-layered, contains more than a single
statement, is universal, is not true for a moment only, and is not
understood only by a select few. The art that I believe in is sensual,
candid, unmediated, and at the same time it is complex, mysterious,

metaphorical. The art that I believe in is frank, does not fake, aspires



on a reduced and uniform scale, serves her as a perfect décor. The changing
situations and the capturing of passing time are subjects that recur in many of
her works in diverse forms, such as: identical figures that appear on the same
canvas a number of times; a series of paintings dealing with the same subject;
a falling shadow that reveals the time of day; a reflection in the sea-water that
captures a passing moment, and more.

In one of her first paintings in the “Mediterranean Views” series,
“... The Sand and the Sea...” (2001) there appears a double figure of a woman
walking alone on the beach. She wears a short-sleeved white shirt, sand
-colored pants, and has a straw hat on her head. Her figure that appears on the
right-hand part of the canvas is presented from behind, with her face towards
the sea, her arms hanging down, and her right leg poised for the next step.
Her double, on the left-hand side of the canvas, has her back to the sea, her
head is bent downwards — perhaps towards the sunglasses in her hand — and
one can see that she is walking. The body’s gesture, the breeze blowing her
clothes, and the falling shadow, all seem to be taken from the theater stage.
The identical figures, which are turned towards one another, define a place
and a space. In contrast to them, the time capsule between them remains in
a duration that is indefinable. The possibility of multiple interpretations that
this painting offers will recur in similar experiments, as in Zwo Pictures in
One Painting II (2002) and others, and will become a characteristic of the
paintings that will follow. In The Frisbee Player I and The Frisbee Player 11
(2002) the two paintings complement one another. The body movement of
the “thrower” in the first painting directs the gaze to what is beyond the picture
frame, which continues the picture but is not contained in it. His bent knees,
his arm thrust out before him, and his gaze that accompanies the frisbee, all
turn the act of throwing into an ongoing moment. In the painting beside i,
the frisbee has just landed into the hand of the other player. The long shadow
of the legs in the one painting, their reflection in the water in the other, add
to the time dimension. A Lady with a Backache and Two Men (2002) is the
name of four paintings that function as a story in installments. Its heroes are a
woman in a red shirt and jeans, and two men, one in a gray suit and the other
in a black shirt and blue pants. The relations of the three are not clear — they
change in each one of the paintings and become its central theme — they turn
their smiling gaze at the viewer (at the painter), look towards the sea, in one
painting the woman in red walks with the man in gray and in another the two
men are together while the woman walks alone. Relationships also underlie
Two Pictures in One Painting I (2001). The artist opens a small window onto
what is happening simultaneously on the beach from two different points
of view. In compositional terms the painting is divided into two, with a pair
of men and a pair of women depicted on each of its sides. Since they are

painted with their backs to the viewer, one can form an impression only from

(72]

40x51,72 Yy 10w 1989 /1 1172
Mousic I, 1989, oil on canvas, 51x40




70x90 72 Yy 1w ,1986 1 117
Mousic I, 1986, oil on canvas, 90x70

8 Aharon David Gordon, “The Eternity in the
Moment”, Man and Nature; Collected Writings of
A.D. Gordon, Jerusalem, 1941, pp. 171-172.

For Pasternak, the artistic values constitute an independent goal, but
they do not cancel out the content that fills the canvases. Since the time when
she abandoned abstract painting, her paintings focus on depictions of humans.
In her series of paintings “Mediterranean Views”, which she began painting
in 2001, she examines relations of time and place, intrapersonal relations,
and interpersonal relations. A first encounter with these paintings may be
misleading with regard to her immediate intentions as a painter: the natural
light that flows abundantly from them foregrounds the décor of the open
sea — blue sky and golden sand — while the source of most of the occurrences
depicted in them is on the seashore of Haifa, the city she lives in. Pasternak,
for her part, rejects any direct linking of her works with the seashore at Haifa,
and points us to the many stations she has passed through in her life. She says
that in her paintings we have to distinguish between the essential and the
inessential — the place is any place, the sea is any sea, the human being is any
human being.

In these contexts, it will be of value to examine her works on the
background of Edward Hopper’s paintings as well. Hoppers realism
principally foregrounds relations among people and the introversion of the
individual. His figures are mostly depicted in a static situation and project
alienation, loneliness, and remoteness from natural surroundings. These
feelings are augmented by means of a freezing of the moment. In spite of this,
he has managed by means of these works to convey a supratemporal feeling,
which marks the human condition anywhere and everywhere. The painterly
goals that Pasternak sets herself are entirely different to those that engaged
Hopper. She seeks the connection between people by means of warmth,
movement and light. Lots of light. And at the same time she strives for the

same supratemporality and supralocality.

*

Time gives the content, the generality that includes all the particulars, that
includes everything in a single point; and place gives the form, the particulars,
the multiplicity, the discovery of the content in all its infinitely multiple and
various appearances. In such a way one can say: Place and time are a single
eternity possessing two faces; place is expansion to the infinite, and time is
the contraction of the infinite into a single point — all the eternal recurrence in
a single moment.

(A.D. Gordon)®

The seashore as a place where people “peel off” not only their clothes but
also their national or class identity or affiliation offers Pasternak an ideal site

for painting. “Great Nature”, on the background of which the human takes
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I loved the idea of painting this thing that lasts for two seconds, it takes
me two weeks to paint this event that lasts for two seconds. The effect
of it as it got bigger was more stunning — everybody knows a splash
can't be frozen in time, it doesn’t exist, so when you see it like that in
a painting it’s even more striking than in a photograph, because you
know a photograph took a second to take or less. In fact if it’s a splash
and there’s no blur in it, you know it took a sixtieth of a second, less
time than the splash existed for. The painting took much longer to
make than the splash existed for, so it has a very different effect on the

viewer.°

These works enabled Hockney to explore questions of space, time and
movement. He points towards the laws of Western perspective, as formulated
during the Renaissance. In a research study he conducted he pointed out the
painting techniques of the great masters, Ingres, Velazquez and Caravaggio
among them, and the use they made of optical means in order to achieve a
precise depiction of the subject they were painting. According to Hockney,
The major problem with traditional perspective, as it was developed
in fifteenth-century European painting and persists to this day in the
approach of most standard photography, is that it stops time. For
perspective to be fixed, time has stopped and hence space has become

frozen.”

Hockney arrived at interesting conclusions in the domain of photography. By
mounting tens of Polaroid photographs on large canvases he created complex
compositions that depicted diverse points of view at brief time intervals and
evoked an experience of duration of the happening. Surprisingly, these works
of his were more reminiscent of the movement proposed by Cubist painting
than the frozen picture represented in traditional photography. Pasternak saw
Hockney’s exhibition when it was shown at the Helena Rubinstein Pavilion in
Tel Aviv in the early nineties, and became enthusiastic. For a moment it seemed
to her that Hockney had found the solution to the faithful and convincing
representation of movement. As time passed, however, the fascination of the
photographic collage faded for her. In 1986, after years of painting movement
by means of rapid drawings, Pasternak began using a camera as an auxiliary
tool, to try to capture movement as it was happening. Later, while standing
opposite the easel in the studio, the photograph would evoke the experience
of the moment and the place that had been caught in the camera’s lens, an
experience that she tries to express by means of free painting that is done over
a span of time. She finds the photograph useful in the stage of planning the
composition, while the advantages of the free painting find expression in the
stage of the work itself, which is done as in painting from observation of a

live model.
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David Hockney, David Hockney by David Hockney,
London, 1976, p. 124-125.

David Hockney, in: David Hockney, Retrospective,
Los Angeles, 1988, p. 85.
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Anna Pasternak, in conversation with the author,
28 September 2005.

Arikha, see no. 1 above.

The principle in the classes was to observe a still life or a model and to paint
them in a flat and non-representational manner. The message was: Look well
at what is in front of you but don’t paint it as it appears. In her striving to
understand the inner essence of the painting, that additional value that exists
in it beyond the story and the ‘correct’ depiction, Pasternak adhered for more
than ten years to the abstract as propounded by the ‘New Horizons’ painters.
The shift to representational painting was gradual, prolonged, and
accompanied by doubts and self-questionings. Those were years in which
Pasternak established a family (and in which her four children were born)
and did advanced studies in art, philosophy and literature. In the years 1973-
1977 she stayed in England and in Canada and made many visits to museums
and galleries, and among other things she became acquainted both with
Hyperrealism and with Native American and Inuit tribal art.

In 1985, while she was staying in Arizona, in the presence of the open
expanses of the Sonora Desert, an old-new perspective opened up before her,
stronger than any fidelity to a teacher or a dominant trend. Painting from
observation of nature, which she had begun doing in her childhood, and the
aspiration to faithfully depict the seen reality, became legitimate in her eyes
once more. “The enchantment of creating a three-dimensional illusion and of
telling a story in a painting — I no longer see that I have to give these up,” she
says, “‘but the unformulated ideas of abstract art, as I absorbed them in my
youth, those formal-contentual elements that make up the composition, it is
they that accord artistic meaning to the depictive representation of reality.™

One outstanding example in modern art of a painter who turned
from abstraction to realistic representation is embodied in the painting of
Avigdor Arikha. In a conversation with Yona Fischer, Arikha emphasized the
change he had undergone with his abandonment of the abstract, calling it a
“tearing” and part of an investigative-personal-artistic process in his endeavor
to fathom the secret of painting. “For the artist the principal part of painting
is experimental,” Arikha says, “ and the experimental is in the dark, not really
clear to him during the process of creation.” Arikha distinguishes between
figurative painting and painting from observation, the latter, for him, requiring
the direct process that observation dictates. As such, it is more faithful to
the real, because it lacks mannerisms. Arikha’s “painting from observation”
associates him with the species of investigative painters, for whom art is a
means for deciphering the great secret of existence.

Among the well-known artists for whom realistic expression serves as a
point of departure we should mention David Hockney, who became known
in the early sixties mainly because of the paintings of private swimming pools
that he painted in California. In one of them, A Bigger Splash (1967), Hockney
gives himself the challenge of capturing the split-second in which the pool

water splashes out after someone has dived into it:
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Seasons Will Tell’
On Anna Pasternak’s Sea Paintings

Yaniv Shapira

To draw — is to marvel at reality and to depict its trueness.

(Avigdor Arikha)’

Just to paint a representation or design is not hard, but to express a thought
in painting is. Thought is fluid. What you put on canvas is concrete, and it
tends to direct the thought.

(Edward Hopper?

Anna Pasternak’s love for culture and art stems from her childhood home.
When she was only two her mother, the painter Elena Colombo Bachi, allowed
her to play with an old calendar containing reproductions of Renaissance
painters. Pasternak began painting in oils at the age of eight. As she recalls,
the painters she came to know through reproductions in books and loved in
particular at the outset of her path were:
Raoul Dufy — because of his airiness and freshness, Camille Pissarro
— because of his treatment of light and shadow, Leonardo da Vinci
— because of his perfection, Paul Cézanne — because of his brush
stroke, Pierre Auguste Renoir — because of his Romanticism, Edgar
Degas — because of his colorfulness and the flow of his line, Pisanello
— because of his imperfect realism and the elegance of his outline, Fra
Angelico — because of the innocent enchantment, Meindert Hobbema
— because of his painting of the approaching storm, Giovanni Segantini
— because of his sensitivity to human situations and to nature, Paul
Gauguin — because of his colorfulness and his exotic compositions,
Maurice Utrillo — because of the sensuality with which he depicted
walls and streets, and Claude Monet — because of his fields of poppies

and his reflections.?

When she turned fifteen she visited Italy and Greece. The direct encounter
with the architecture, the sculpture, and the painting, from the ancient Greek
and Roman periods and from the Renaissance and the Italian Baroque, had
a profound influence on the young Pasternak. Already knowing that her
vocation was to paint, she adopted many of the sights from that visit into her
painting. At the age of nineteen she became an art student at the Avni Institute,
where she became acquainted with the principles of abstract painting through

her teachers Yehezkel Streichman, Avigdor Stematsky, and Aharon Kahana.

[76]

The Hebrew title, “Yamim Yagidu” is a pun: the
Hebrew word yamim means both seas and days; in
Hebrew the idiom “yamim yagidu”, literally “days
will tell”, is the equivalent of the English idiom

“Time will tell” (Translator’s note).

“Avigdor Arikha in conversation with Yona Fischer”,
Avigdor Arikha, Selected Paintings 1953-1997, The
Israel Museum, Jerusalem, 1998, p. 154.

Edward Hopper, in: Gail Levin, Edward Hopper,
Bonfini Press, Naefels, 1984, p. 49.

Anna Pasternak, in a letter to the author,
24 November 2005.
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From Abstract Expressionism to Poetic Realism

Prof. Avram Kampf

I vividly remember Anna Pasternak’s work in the 1960s, when I taught at the
Hebrew University in Jerusalem. Her abstract paintings featured in a students’
exhibition, at the National Library in the Givat Ram Campus, stood out
in their youthful daring and their distinct familiarity with the latest artistic
developments, which were in full force at the time. Many years have passed
since, and I have had the opportunity, through the numerous solo exhibitions
she has staged, to follow her painterly evolution, from abstract compositions

toward a poetic realism.

This unique development, contrary to the prevalent trend in those days,
stemmed, I presume, from her Italian roots. Her mother, Mrs. Elena Colombo
Bachi, was also a highly gifted painter, and Anna Pasternak, undoubtedly,
assimilated a profound reverence for Italian renaissance painting from her
mother and the vast library of art books at home. Thus, the transition from
the abstract painting of the 1960s did not come as a surprise to me; rather, it

was a natural process of maturation and root-searching.

Anna Pasternak’s painting focuses on views of life that involve liberation from
the trials and tribulations of the everyday, depicting recreation, play, flowers
and sea, family and landscape; those situations in which a person breaks free
from the mundane existential burden, and is wholly a human being, the entire

world — his tranquil abode.

Pasternak’s painting celebrates the landscape, the changing mood of the
day — the restful and the stormy; the hike in nature and the flowers, the beach
and the waves washed ashore, young people sitting idly on public steps in big
cities of the world — themes that inherently contain a quintessential human,

aesthetic aspect. These are the unique characteristics of her paintings.

Let us hope that we may see and celebrate and enjoy many more of

her works.
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