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in Mishkenot Sha'ananim or a milk carton on the studio
table. No shortcuts, no reliance on prior knowledge.
The brush gathers a little paint and hesitates before
the surface. His gaze moves between what exists
and what is about to come into being. Every touch is
preceded by a decision.

It is difficult to imagine, especially in the watercolors,
this process of work when confronted with the
finished result. The portraits seem almost conjured
into existence. A few autonomous patches of color are
woven together in our minds into an image, and who
can say whether that was truly how it happened? Yet
every application of paint, every highly specific hue, was
placed only after weighing the texture of the material,
the direction of the light, and the color of the shadow.
That patch, in turn, leads to an examination of the area
surrounding it from every side. Now the next patch must
also take into account the one already there. Thus the
patches are woven together, one after another, until the
whiteness of the paper restrains their expansion.

Yet this careful and meticulous patchwork contains
within it, as an inseparable part of the medium'’s
essence, the element of chance and surprise. Marek’s
watercolors are a continual attempt to manage the
surprises generated by pools of water flowing into one
another. Thus, the watercolors simultaneously contain
a realistic study of the model and an abstract mode of
working, concerned with color and the relationships
between colors.

The Truest Truth

Marek’s interiors possess a special quality. I almost

called it photographic, for the initial impression is one
of discovering and capturing a singular enchanted
moment. And indeed, that is photography's strength; “I
came, Isaw, I was enchanted, and click, I photographed.”
So, what is painting's advantage over photography?
Many figurative painters do indeed photograph
their subjects first and then work from the image
with brush and paint. Photography shortens the
labor of translating real space, light, and color,
providing the painter with a formal and chromatic
basis already converted into two dimensions.
Not so Marek Yanai.

He will sit for as long as necessary and observe for as
long as it takes until he understands what stands before
him. The value of slow observation is the true gift that
passes through his paintings. The time invested in a
curb stone, an iron gate, or a patch of light on a wall
communicates their importance to us as viewers. We
value these details because the paintervalued them. It is
as though he points a finger and reveals the uniqueness
of each one.

This power of painters to educate our eyes to look at
the world around us traces the thread connecting Marek
to artists of the past—Chardin, Constable, Monet, and
others.Observation that,in turn, leads to the recognition
of the beauty dwelling in all things.

But were all these details really there? Together? At the
same time?

Not necessarily.

Here observation enters in its deeper sense, as an act
of understanding. The complete picturesque demand.
Perhaps the cypress visible beyond the window grew

elsewhere, and certainly the cat had passed long
before the brush immortalized it forever bathingin a
strip of incoming light.

And if we followed him to the actual address, would
we ourselves be able to see what is painted? To
identify precisely that stairwell in Jerusalem’s Baka
neighborhood?

Most likely not.

First, because the gate, or perhaps the entire building,
probably no longer exists. Or its facade has been
renovated. Or perhaps it still stands exactly as before,
yet for the sake of the complete painting, the one that
belongs to the realm of art, Marek added a step here, a
railing there, a rear opening, or a square of light.

The true reality, in the end, is the painted reality, and it
is this reality that will remain engraved in our memory.
Once again, we encounter a union of opposites:
painstaking, investigative, slow observation of what
exists, accompanied by thought and decisions made
upon the painter's palette within the domain of art.

Nature Not Still

All these points come together in the still life on the
table with the picture board behind it.

This is a still life that never ceases to speak and tell
stories. It takes us a moment to remember that
everything before us, every object, however trivial it may
seem, is the result of a decision concerning its selection
and placement. Some decisions arise from the object's
meaning and the associations it generates; others from
its weight within the composition.

Yet once these objects enter the composition, they
become charged, consciously and unconsciously, with

meanings and associations. The very last thing the
utensils on the table intend is the preparation of coffee
with milk.

The picture board behind them unsettles the eye with
its possibilities. I know it well. Every visit to Marek's
studio draws me toward it. I feel an incidental exposure
of formal sources, affinities, and small gestures. All of
them accumulate gradually over time. Yet here, through
the act of painting, the board has been reorganized for
our benefit.

The images, like the objects upon the table, are now
arranged according to their hidden logic. So many eyes
are fixed upon us that the blindness of the portrait of
Uri Reisman becomes striking. So many friends and
familiar painters: Egon, Leonid, Naomi, yet all surround
Yosef Hirsch, the Teacher with a capital “T".

Nothing written here constitutes even the beginning
of an attempt to explain Marek’s deceptively “simple”
paintingsTheir entire purpose is to point out the
invitation to discussion inherent in them to reflect upon
the advantage of art over life, and upon the painter who
seeks to hold fast to both ends at once.
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The Privilege of Painting

David Ibgui

When Marek speaks about painting, all eighty of his
years seem to vanish. With a broad smile and a brief
laugh, he will confess to having discovered a new detail
in a well-known masterpiece, one he somehow had
never noticed before, or he will wonder aloud about
something utterly trivial. Like a curious child seeking to
understand his surroundings as though encountering
them for the first time.

So many years of teaching at Bezalel Academy of Art
and countless interviews should have turned him into
a professional speaker, someone whose sentences and
critiques are polished and definitive. Yet something in
him refuses to surrender to his vast experience, refuses

to conclude or define. He insists on leaving the world
new, mysterious, and unresolved.

When Marek paints, he dips his brush in perpetual doubt.
So many years of drawing and painting in oil and
watercolor should have made him a virtuoso who no
longer needs to look at a model. His all-knowing hand
would place the right color in the right place without
a second thought. The internet is full of such painters,
highly skilled artists who, in a minute-and-a-half video,
effortlessly produce portraits, sunset landscapes, and
fir forests.

Marek takes his time. He looks at the model as though
seeing it for the first time—whether it is the olive tree
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My roots spread out
to the waters*

Keren Weisshaus

The images in Marek Yanai's paintings may appear
realistic at first glance, yet they are neither confined
to figuration nor dependent upon it. Rather, they use
representation as a means of revealing something
inherent to painting itself. The key to Yanai's work lies
in a process of deconstruction and reassembly of its
fundamental elements. The eye follows the placement
of each brushstroke, the way light meets the surface,
and the manner in which color emerges through layers
of accumulating pigment.

Watercolor is a particularly demanding medium. It
requires bothtechnical masteryand the humility toleave
room for the paint to find its own course. The medium’s
inherent unpredictability steers the work away from an

* Job 29:19

“Nothing is less real than realism. Details
are confusing. It is only by selection,

by elimination, by emphasis, that we get
at the real meaning of things.”

Georgia O'Keeffe

overly polished or overworked image, allowing instead
for a personal expression that recalls, in its minimalism
and fluidity, the tradition of Japanese ink and water
painting. The encounter between hand, brush, pigment,
and paper remains evident within the work itself,
carrying the trace of movement like a choreographic
notation; at times soft and fluid, at others dry, sharp,
and bristling. The mastery of brushwork and the way
the material responds to it come together in a delicate
dance of contrasting weights and textures—between
dense elements built from accumulated layers of paint
and airy, translucent touches; between abundance
and restraint, evident in the areas deliberately left
untouched.

Each of the many portraits painted by Marek Yanai is
an encounter with the Other. The relationship begins
with an invitation to sit together before an attentive,
penetrating gaze and continues through a painting
process that seeks the precise point at which artist and
sitter converge into an image. Rather than attempting
to replicate reality, the portrait creates a fusion that
resonates with the sitter's presence as reflected through
the painter's perspective and inner world.

Alongside the portraits, Yanai presents a series of olive
and pine ftrees, native to the Jerusalem landscape,
placing them as presence of the natural body beside
human heads. Marked by twisted trunks and scarred
surfaces, these trees persist, true to their nature and
despite their condition, in sending forth young shoots,
symbols of continuity and survival. The traces of time
inscribed in their bodies tell a story of belonging: to
land and soil, to light and water. Seated before the tree
as he paints, Yanai relates to them, body to body. This
empathy between them reveals a capability to look
simultaneously inward and outward, backward toward
the past and forward toward the future.

Place as Portrait

A stairwell, an open window, a bedroom, a table in
the studio- spaces of everyday life. The viewer finds
themselves gathering details from the painting into a
narrative about the absent figure who inhabits it. A pair
of discarded slippers and a messy bedsheet beside a
sewing box speak of the woman whose room it was. A
kettle and coffee cup alongside photographs hanging
on the wall tell of the artist in the studio and the sources
from which inspiration was drawn.

Unlike a portrait, whichinvites a direct, frontal encounter
with the person depicted, the room draws us inward.
Looking at a figure and looking into a space generate
fundamentally different viewing experiences: standing
before versus standing within; a probing gaze versus a
wandering one. Yanai's own presence is also inscribed
within these paintings, evident through his particular
viewpoint and the choices he made within the painted
space. The time he physically spends in a place while
painting is compressed into a single moment, a decision
to hold onto the fleeting moment, as one might hold
onto a memor - deeply engraved, yet not bound to
reality itself.

Yanai's movement between mediums and genres:
whether watercolor, or oil on canvas, and between
portraiture, landscape, and interior scenes, reveals not
only his virtuosity as a master artist but also his ability to
truly see what stands before him while simultaneously
bringing himself into the work.
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