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65x50,1"1 7V 7UUa,2010,]AND " TIUU
The Artist's Studio, 2010, pastel on paper, 65x50



65X50,1M1 7Y 7UU01,1979 17N
Ira, 1979, pastel on paper, 65x50

82x70,71M1'7y 0 V2X,1980 ,M17j7 N1
Aunt Clara, 1980, watercolor on paper, 82x70

, 1972, 07N 71T ,2020™M 1T
60x49 ,71 7V YU

Vladimir Weissberg, portrait of Ira, 1972
oil on canvas, 60x49
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50x65,71"1 7Y 7UUa ,2007,0'M1 U1J173M

Michal with a Glass of Water, 2007
pastel on paper, 50x65
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Antoine Watteau, Sheet of Studies,

collection of the Rijksmuseum, Amsterdam
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Study for small statues, 2010, pencil on paper, 25x32.5 / 1M1 7V 11ay ,2010,0"170a7 112N DY



Emma and Tom in the Pool, 2009, pastel on paper, 57x78 ,7M1 7y 7UUAa ,2009 ,12122 DINT AN
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Emma and Tom, 2010, pastel on paper, 57x77.5,7m1 9y 7y0a,2010,0111 NAN



40x33.5,1M1 7V 7001 ,2006 ,"N
Aya, 2006, pastel on paper, 40x33.5

MYY 17T TV INT UUTUA NRT
M7y 7uua,1771,0Mapwn oy
70 ,12170 INTIN QUIN ,46X38
Jean-Baptiste-Siméon Chardin, Self
Portrait with Spectacles, 1771, Pastel
on Paper, 46x38, collection of the
Louvre Museum, Paris

,2006 MYV 11T
72.5%63,7M1 7Y JUUa

Self Portrait, 2006
pastel on paper, 72.5x63
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Arthur Danto, “Chardin”,Unnatural wonders: essays from the gap between art and life, Farrar, 6
Straus and Giroux, New York 2005
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am1 7Y 7U0a,2006 ,.N TN 1NT
Nn“U 51X71.5,U7"17 727N

Portrait of Rachel ., pastel on paper
mounted on plywood, 51x71.5 cm
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Snowy Garden, Moscow, No. 1, 2002, pastel on paper, 50x65 ,71 7y 7U0a,2002,1 ‘U1 127U ,NA7WIN XN
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Snowy Garden, Moscow, No. 2, 2002, pastel on paper, 50x65,7"1 7V 7UUa ,2002 ,2 ‘U1 NA70UM ,N37U1N 1N
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19 Snowy Garden, Moscow, No. 5, 2002, pastel on paper, 50x65 ,11 7y 7U0a,2002 ,5 ‘U1 N27011,N37W10 XN



At the Studio, 2010, pastel on paper, 65x50 ,71 7y 7UUa 2010 " MUU2
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Evening, Model at the Studio, 2010, pastel on paper, 50x50 ,7m1 7Y 7UUa,2010 "YU NMNT 1Y



Portrait of the Artist's Mother, 2007, pastel on paper, 36x50.5,7"1 7Y 7UUa ,2007 ,JANN DX 71T
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Portrait of the Artist's Mother, 2005, pastel on paper, 33x34 ,1™1 7y 7008 ,2005 )X ON 1711



Galit Laughing, 2004, pastel on paper, 35x50 1M1 7y 7001 ,2004 ,N7NIX N'73

Galit Laughing, 2004, oil on canvas, 100x120,72 7y 11w ,2004 N7MY 73
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25 Galit Laughing, 2003, pencil and pastel on paper, 50x52 ,7M1 7V 7UUm 11ay ,2003 ,NFMX N*7)
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Evening in the Studio, 2004, pastel on paper, 50x52 ,7"1 7y 7UUAa ,2004 1" TIUU1 11V



Natasha Near the Table, 2001, oil on paper, 42.5x32 ,2m1 7y 12w ,2001,]N'71WN T 7Y NWU]
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Natasha Near the Table, 2001, pastel on paper, 70x70,7m1 7y 7001 ,2001,]N'71WN T 7V NWU1



Narrow Painting No. 2, 2009, pastel on paper, 100x45 ,7™1 7V 7UUa,2009 ,2 ‘U1 7NN 'Y
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Narrow Painting No. 1, 2009, pastel on paper, 45x100,7™1 7V 7UUa,2009,1 ‘U1 7NN 'Y
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Central Bus Station No.1, pastel on paper, 57x77 7™ 7y 7U03a,1 ‘00 N1 NINN



Central Bus Station No. 3, pastel on paper, 57x77 ,2™1 7y 7UUua,3 ‘Un M2 NINn

Central Bus Station, No.2, pastel on paper, 57x77 ,7™1 7y 70038 ,2 ‘U1 N30 1NN
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Black Still Life, 1999, pastel on paper, 50x65 ,1™1 7V 7U0a,1999 ,71NW 01T YU
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On the Beach No.3, 2004, pastel on paper, 57x77 ,2™1 7y 7908 ,2004,3 ‘On 0 71N2
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On the Beach No.2, 2004, pastel on paper, 57x77 ,2m1 7y 7008 ,2004,2 ‘UN 0N 71N2
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On the Beach No.1, 2004, pastel on paper, 57x77 ,2™1 7y 7908 ,2004,1 ‘01 0 71N2



Shapira Neighborhood, Street Games, 2009, pastel on paper, 30x35,71M1 7y 7UUa,2009 ,X1'8W NIV, 21N '7NYn
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Shapira Neighborhood, Street Games, 2009, pastel on paper, 30x35 ,1™1 7Y 7UUa ,2009 ,X1'8W NIV ,21N7 '7NYN



Portrait of Michal Peleg, 2010, pencil on paper, 25x35,711 7y 1112y ,2010,372 72 171 T
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Pink Table Cloth, 2010, pastel on paper, 90.5x 80,117y 7UUA ,2010,N TN Nan



Nude No. 1, pastel on paper 81x120,1M1 7y 7Uua,1On 01"y

Nude No. 2, pastel on paper 81x120,1m1 7y 7UU0a ,2 ‘OUn D1V
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Nude, No. 3, pastel on paper, 70x50 ,71™1 7y 7U0a 3 ‘On DY



Conversation in French No. 1, 2008, pencil on paper, 25x35 ,1™1 7V 1112y ,2008 ,1 ‘U1 N'NAIX NN

Conversation in French No. 5, 2008, pencil on paper, 25x35 ,1™1 7y 1118V ,2008 ,5 ‘U1 N'NAIY NN
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Conversation in French, 2008, pastel on paper, 50x65 ,1™1 7y 7008 ,2008 ,N"NA1X NN



Tom and Emma, 2010, pastel on paper, 26x23 ,1™1 7y 7UU0a,2010,NIX1 DN

48



49

Tom and Emma, 2010, pastel on paper, 30x22 ,1™1 7y 7UUa,2010,N1IX1 DN



Green Robe, 2010, pastel on paper, 70x50 ,1™1 7y 7908 ,2010,i717" 17N
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Model at the Studio, 2010, pastel on paper, 65x50 ,1"1 7y 7001 ,2010 1" TIYU2 N7
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Purple Robe No.1, 2009, pastel on paper, 76.5x56.5 ,7m1 7y 7U0a,2009,1.U1 7120 719N



25x21,71M17V 7UUa1 1Nay ,2009 ,N'7"N

Ayala, 2009, pencil and pastel on paper, 25x21

32x24 1M1 7Y DM "WAN] 1113V ,2004 ,1"UN

Asia, 2004, watercolor and pencil on paper, 32x24
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Francesca, 1992, pencil on paper, 32.5x25,7M1 7y 1112y ,1992,NU'¥11a



Paris Travels No. 1, 2010, pencil on paper, 25x33 1™ 7V 1112y ,2010,1.01,1M21 071y

Paris Travels No. 2, 2010, pencil on paper, 25x33 ,1M1 7y 1113y ,2010,2 .01 7131 0710
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57 Paris Travels No. 3, 2010, pencil on paper, 25x33 ,2™1 7V 1112y ,2010,3.01,1M21 071y
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59 Homage to Seurat, 2011, pastel on paper, 84x94.5 1M1 7y 7UUA,2011,011U7 MNnN
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Jan Rauchwerger

1942

Born in Bairam-Ali, Turkmenistan, to which the family
was evacuated from Kharkov, Ukraine,
because of the war

1954-61 Studied painting at the T. H. Shevchenko High School of

Art, connected with the Kiev Academy of art

1961-64 Served in the Soviet Army
1964-68 Studied design at the Moscow Polygraphic Institute
1965-73 Studied painting with Vladimir Weissberg, Moscow

1973

Immigrated to Israel

1998-01 Lives and works in New York

2001

Lives and works in Jaffa

Solo Exhibitions
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1983
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1985
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1986
1986
1986
1987

1988

1989

1989

1989
1990
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Zvi Noam Art Gallery, Leivik House, Tel Aviv

Zvi Noam Art Gallery, Leivik House, Tel Aviv

Sara Levi Gallery, Tel Aviv

Delson-Richter Gallery, Jaffa

Sara Levi Gallery, Tel Aviv

Culture Center, Rehovot

Riebenfeld House, Jaffa Radius Gallery, Tel Aviv
Sara Levi Gallery, Tel Aviv

Vorst Gallery, Amsterdam

Cite des Arts, Paris Jan Rauchwerger: Recent Works.
Bineth Gallery, Tel Aviv

Beit Nehushtan, Kibbutz Ashdot Ya'acov

Sara Levi Gallery, Tel Aviv

Kibbutz Lohamei Hagetaot Gallery

Kibbutz Cabri Gallery

Jan Rauchwerger: Tours in Rome (1969-i

Maimad Katan Gallery, Tel Aviv

Bezalel Academy of Art and Design, Jerusalem

Jan Rauchwerger: Works 1983-86,

Ephrat Gallery, Tel Aviv (Catalogue]

Galit Rauchwerger /Jan Rauchwerger: Photographs,
Maimad Visual Art Gallery

Jan Rauchwerger: In the Family - Art as Autobiography,
Museum of Israeli Art, Ramat Gan (Catalogue)
Orchards, Bineth Gallery, Tel Aviv

Kibbutz Lohamei Haghetaot Gallery

Jan Rauchwerger: Works on Paper, Museurm of the Negey,
Be'er Sheva (Catalogue

1991
1992
1992
1993
1993
1994

1994

1995

1995

1995
1996

1997

Nude, Bineth Gallery, Tel Aviv Schloss Britz, Berlin

Yehudit Levin Selects, Artists' Studios, Tel Aviv

Flowers, Bineth Gallery, Tel Aviv

Kibbutz Rosh Hanikra Gallery

Mizrachi against Rauchwerger, Binelh Gallery, Tel Aviv

Jan Rauchwerger: Painting 1983-1993, The Moscow
Palette Gallery, Moscow, (Catalogue)

Kibbutz Nachshon Gallery

Drawings, Studio Gallery, Ra'anana

Jan Rauchwerger: Landscapes of the North, Bineth Gallery,
Tel Aviv (Catalogue)

Jan Rauchwerger, Gallery Inge Herbert,Berlin

Alisa, Talya, and Tonya from Novosibirsk, Haifa University Art
Gallery, Haifa

Four hours, period, Reuven Rubin Museum, Tel Aviv
(Book: Anthology of poetry and portraits of the poets by
Jan Rauchwerger)

1997-8 Recent Paintings, Bineth Gallery, Tel Aviv

1998

2001

2002

2002

Port: Jan Rauchwerger/ Michael Kovner, Haifa Museum,
The National Maritime Museum, Haifa (Catalogue)

Jan Rauchwerger 1998-2000, Bineth Gallery,

Tel Aviv (Catalogue)

Jan Rauchwerger and Avner Katz, Back to Back,

Bineth Gallery, Tel Aviv

Jan Rauchwerger: Winter Travel, Goren Art Gallery,
Emek Yizrael College

2002-3 Jan Rauchwerger, Recent Works, 2000-2002,

2004
2003
2004
2004

2006
2006

2008
2009
2009
2011

Bineth Gallery, Tel Aviv

Shades of Feeling Jan Rauchwerger Works from 1979 to
The Israel Museum, Jerusalem (Catalogue)

Jan Rauchwerger: Russia’ from the early 60's (Catalogue)
Shades of Feeling — State Tretyakov Gallery,

Moscow, (Catalogue)

Child's play’ Alon Segev Gallery, Tel Aviv, (Catalogue)
Beyachad: Galit Rauchwerger/Jan Rauchwerger Engel
Gallery, Tel Aviv

A Portrait, Tel Aviv Museum of Art, Tel Aviv, (Catalogue)
New Works, Alon Segev Gallery, Tel-Aviv

French Chet: Etchings & Pastels, Artists House, Tel-Aviv
Jan Rauchwerger: Works on paper,

Zemak Gallery, Tel Aviv , (Catalogue)



of Jan’s self portraits to one of Chardin's®, and it is indeed an interesting fact that some
of Jan's most powerful portraits were also executed in pastel. There is an astounding
correlation between what Arthur Danto refers to as the “Chardinian magic" and to
what one may term “the Rauchwergerian magic”: the ability to create a sense of depth
and an almost personal acquaintance with the figure depicted on the paper; a sense
of immediacy, directness, and intimacy in a portrait; a feeling that even though you
have never met the subject, you share a mutual secret. This ability to generate these
feelings is derivative of what Jan refers to as “the struggle for the understanding of life”.

In the portrait of Rachel I., we see an older woman positioned in the left third of the
page. She is shown at an angle while she seems to be looking at something which is
taking place beyond the frame of the picture. Behind her, the domestic surroundings
are emphasized by the china cabinet with glass objects and small china figurines. It
seems that the woman is in the midst of a moment and is just about to rise from her
chair. The expression on her face creates the impression that the presence of the artist
painting her has gone unnoticed. The relationship between the glow of her turquoise
shirt, the stark white of the wall and her grey hair exposes us once again to the
mystical meaning of the use of color in a composition. The frayed edges of the paper,
combined with the way the light falls on the china figurines accentuate the warmth of
the domestic scene and open another chapter in the saga of the space. Despite the
speed which the use of pastel facilitates, the composition is meticulously constructed.
The way the light falls on her face reveals the fact that this drawing is the result of an
intense gaze and of the attempt to expose what lies beneath the surface.

The act of painting remains unraveled while the viewer's gaze unites with the artist's
movement. In this sense it seems that the gap between the pastel powder and the
paper which refuses to absorb it preserves the interpretational gap that is provided by
the artist for the viewer.

1 Michal Peleg, "Homing", Jan Rauchwerger - A Portrait (Exhibition Catalogue),
Tel Aviv Museum of Art, Tel Aviv 2008, p.25

2 Tali Tamir, "In Praise of Intimacy: Jan Rauchwerger and Israeli Culture”, Shades of Feeling-
Jan Rauchwerger Works from 1979 to 2003 (Exhibition Catalogue), The Israel Museum,
Jerusalem 2004, p.7

3 Jean-Pierre Cuzin, “Tenderness and Rage", Avigdor Arikha Selected Paintings 1953-1997
(Exhibition Catalogue), M.Peri Lehman and Yona Fisher curators, The Israel Museum,
Jerusalem 1998, p.10

4 From conversations with the artist.

5 Mordechai Omer, “Tradition and Novelty in Jan Rauchwerger's Portraiture”, Jan Rauchwerger
- A Portrait (Exhibition Catalogue), Tel Aviv Museum of Art, Tel Aviv 2008, p.11.

6 Arthur Danto, “Chardin”, Unnatural Wonders: Essays from the Gap between Art and Life,
Farrar, Straus and Giroux, New York 2005
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to work; red papers, yellow checked papers that still bear the manufactures logo, or
newspaper cuttings that integrate the pre-existing images with Jan's newly created
image. All of these are symbols of freedom which have been made possible through
the medium itself - the pastel that longs for the paper, and the paper that readily and
willingly accepts it, but only to a certain point. While the paper dictates the boundaries
of its use, it at the same time expands them by producing a given pictorial space.

DuEeLING wiTH DusT

From my conversations with Jan it would appear as though he never stopped to
reflect on his use of pastel and his desire to go back and use it from time to time.
Together with him, | tried to understand the process that led to his acceptance of a
medium he once disdained and the stages of learning the material and the evolution
of a technique that brought about the creation of such a large body of work. Jan's
first encounter with pastel colors came at a relatively late stage in his life, only after
he immigrated to Israel at age 30. In the Russia of his youth, pastels did not exist;
however, it was not only the physical shortage which prevented him from dealing with
this material, but also his refusal to accept it. This rejection came about as a result of
the type of art he was exposed to during his childhood- reproductions which were to
his taste “too sickly-sweet”, overdone and too committed to the consumer.

Investigating the material, the experiment, or lab-like type of work, and the joy of
creation are what stand at the core of Jan's work. What is drawn is of less significance
than the way in which it was drawn.

For Jan, every work is a metaphorical battlefield in which the artist is fighting for the
“understanding of life"#, and the act of painting, which is the “duration of the struggle”,
is what motivates him and what ultimately validates the drawing in the eyes of the
viewer. The material thus functions as the artist's “weapon” and as such, he has to
come to terms with it. According to Jan, at times, the artist's joie de vivre can suffice in
inducing this credibility - assuming that it is indeed transmitted to the viewer through
the work itself. That is why the love of the medium and the feeling that it is working
with the artist rather than against him is crucial for Jan.

In the context of working in pastels, reference must be made to the 18" century
French painter Jean-Baptiste-Siméon Chardin, an artist who extruded some of the
most interesting aspects of this material. Chardin started using pastel chalks only late
in life, partly due to physical and medical limitations. Only through the use of pastels
did Chardin manage to move from genre paintings to portraits. Chardin extracted
the coloristic possibilities offered by pastel and used it to produce some of the best
portraits of his time.

The struggle to which Jan refers is clearly evident in Chardin's pastels. The struggle is
seen in his research of color and form, in the experiments he carried out on paper and
in the joy he found in the freedom of movement. We may assume that it is Chardin's
long- standing relationship with the weightier oil paints which helped him achieve a
better understanding of the airiness of the pastels and a deeper sense of connection
with the material. Thus, it is not surprising that in Prof. Mordechai Omer's essay,
Tradition and Novelty in Jan Rauchwerger’s Portraiture, he chooses to compare one
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as the basis for this unique artwork. The way Jan chooses to utilize the paper helps
explain this dichotomy; a dichotomy which is enhanced by his approach to paper.
While we regard paper as the most ordinary material due to its frequent use in everyday
life, for Jan, paper is a starting point and a key to understanding his creative action.
Overcoming the beauty of the blank sheet of paper and the feeling of awe it creates is
a meaningful breaking point which is the foundation of the work to come.

The certainty that at some point the paper will not be capable of absorbing any more
material enables, or maybe even commands, the freedom which keeps recurring in all
of Jan's work in pastel. Acknowledgment of the limits of the material and the demand
of the paper for a quick expressive work mode minimizes the work time and even
decrees its end. The relationship between the paper and the pastel chalk dictates
spontaneous rapid work and allows Jan to translate the elusive with relative speed.
Despite the rapid tempo of his work, Jan stays forever loyal to the structure and rules of
his paintings. It is crucial, therefore, to explain that this freedom or liberty of movement
does not contradict his dedication to the structure, rather, it enhances it, and clarifies
his potent will to try and decipher the world.

The demand for rapid work brings to mind the working methods practiced by Avigdor
Arikha, who believed that a painting should be completed in one session. Jean-Pierre
Cuzin states in an article dedicated to Arikha: “it is well known that for Arikha one
session is the rule... Yet the speed is not enough... What is required is the end of
the gaze during the heat of execution”. These words help clarify Jan's approach that
even with the rapid tempo of work , liberty and spontaneity are in fact the ultimate
expressions of his devotion to understanding the world.

In addition to the “accidental gaze", the speed and laxity inherent in working with pastel
create a free and liberated act of painting. In some cases this liberty is expressed by
renouncing a further coloristic act, in others it will be the exoneration from a tightly
polished composition.

In the work titled Michal with a Glass of Water, it seems that building a complex
composition has less significance than the actual learning of the material and decoding
human movement. Despite the sketch-like character of this work, which may resemble
a study or preparatory sketch, the research of the medium tumns it into one of Jan's most
interesting pastels. The full-bodied possibility offered by the red paper and the glow
of the white pastel is what ultimately led to a drawing liberated from a polished finish.
This type of work alludes in a way to Watteau's chalk drawings. Drawings that, as
opposed to the accepted norm of his era, were not necessarily studies for larger
scale works. These were drawings which were created solely in order to study human
movement in its most minute detail while exploiting the soft character of the pastel
chalk and the expressive spectrum which it facilitates.

In the drawing of his granddaughters Emma and Tom, it would even seem that adding
an extra patch of color on the paper would eliminate the illusion of perspective. The
hierarchy in the voluminous coloristic depiction of the subjects diminishes it to the
rapidly drawn distant contour and this is what, in essence, creates the pictorial space.

Although Jan is aware of the physical limitations of paper, at the same time he is
equally cognizant of the new possibilities paper has to offer as a rich base on which
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imprint of the artist). This act of framing adds to the feeling of intimacy or introversion
and invites the viewer in to the depth of the painting and into its personal realm.

The work titled The Artist's Studio*, painted on brown paper, depicts the view of a
naked woman seen with her back to the viewer. The space of the studio in which
she is drawn is framed by a thin quivering black line revealing the trajectory of the
artists hand. It seems as though the frame retains the warmth of the space heaters
and almost beckons the viewer to wrap himself in their heat. Although the subject is
unaware of the viewer's gaze there is no sense of voyeurism in this work, for the inner
frame invites the viewer inwards and into the moment.

BETWEEN MUNDANE AND SUBLIME

One of Jan's earliest and most interesting pastels is Ira from 1979. There is a distinct
connection between this work and the first oil and watercolor paintings Jan did in Israel,
where the influence of his teacher and mentor Vladimir Weisberg is boldly present.
The coloristic approach in works such as Aunt Clara, which are characterized by a
minimalistic, restrained, almost monkish palette, reappears in the pastel drawing “Ira”.
This approach underscores an understanding of color and its evolutionary possibilities
as a means of portraying the inner state of the subject.

It is interesting to compare this portrait to a portrait of the same Ira done by Weisberg
himself several years earlier. The formal approach is similar yet while Weisberg's Ira is
sitting erect, slight and disciplined, in Jan's version, we regard a looser, quotidian Ira
in an introversive moment. As opposed to a model posing for a painter, aware of his
gaze and work, here Ira is depicted sitting in the living room, in an ordinary moment,
seeming so natural, one can almost imagine Jan incidentally passing by and seeing her
leaning on the arm of the couch. Despite the reserved palette and the minimal use
of descriptive details, the momentary experience is felt to the fullest. Even though the
subject is barely decipherable, we can still detect the expression on her face, and even
though there is practically no barrier between the arm of the couch and the seat, and
her feet almost blend into the floor, we never cast any doubt as to the authenticity of
the presence of a female figure in a domestic scene. The pale hint of color intensively
expresses this miniscule moment in which a women is sitting on a couch leaning on
her elbow. The monkish character, the subtle tones, the pastel color and line always
fluttering between drawing and painting, all make space for the moment, for the
silence between them, and for the power of this work.

This fleeting moment, threatening to pass before being experienced to its fullest, is
somewhat delayed due to the constrictions forcing the artist to limit the work to a
single session. As opposed to painting in oil, which affords the artist options of layering
and erasing, Jan's pastels are drawn as in a single breath, and their immediacy is utterly
connected to the ephemeral. Despite that- or maybe because of it- the aspiration to
the sublime is ever present.

The paper, on which most of Jan's pastels are drawn, is a meaningful factor in the
creation of sublime-mundane co-existence and duality. This common material acts

* see images in Hebrew section
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It is reasonable to assume that Jan creates this intimacy - or this moment - with still
lives or landscapes, just as he does with the human model in front of him. As a matter
of fact, it appears that it does not really matter what Jan is painting, since he succeeds
in creating an intimate moment with any subject, be it an object or a person, and we,
as the viewers accept this as the clandestine lure of his work.

The ability to depict the moment and its fragility is not an obvious task and its
achievement depends on the almost miraculous cohesion of the artist's knowledge
and skill, and of the moment itself.

However, the comfortable moment created while sitting in front of a painter is not
autonomously transposed to canvas and is not sufficient in creating the close feeling
emanating from the works. In Tali Tamir's essay, In Praise of Intimacy: Jan Rauchwerger
and Israeli Culture, Tamir elucidates the idea of intimacy in painting: “The Oxford
English Dictionary defines ‘intimate’ as ‘inmost, most inward, deep seated’ and as
‘close in acquaintance or association’. Roget's Thesaurus connects the word intimacy
with ‘privacy, ‘interior’, and ‘sentiment. The way in which Rauchwerger looks at the
contents of a house along with the people in it, creates just this kind of closeness and
defines a type of painting that is constantly nourished by a warm, direct emotional
attachment to the flow and stream of the present.”?

Jan's themes are indeed inspired by his immediate surroundings, but nevertheless his
painting always strives inward to an emotional impact on the viewer. It is reasonable
to assume that perhaps in the revealing of the moment, and, in a way, the revealing of
the artist's own self, Jan succeeds in touching the viewer and creating a deep sense of
empathy and identification which one could term intimacy.

It seems that this mutual feeling of intimacy is enhanced by the use of pastel chalks.
The moment is created through the material; that is to say that Jan does not use the
material as a given fact, but uses it as a historic biographical point of reference which
reveals a certain honesty transferred through the image to the viewer, convincing
him of the authenticity of the moment. The pastel acts as a conduit. Its immediate
unfiltered presence (as opposed to oil paint or water colors which require the use of
thinner or a brush) preserves the initial unmediated contact between the artist's hand
and the sheet of paper. The immediacy in which the image is conceived through the
material under the artist's hand somewhat preserves its warmth.

This intimacy is a direct result of Jan's constant search for inspiration in everyday
life and his immediate surrounding. Nevertheless, the size of the format also plays
a crucial part in its creation. The fact that most of Jan's pastels are drawn on small
formats enables them to be viewed from a very short distance, implying an almost
physical gateway to the painting itself. This close view creates a very intimate and
private relationship between viewer and painting.

Arecurring theme in several of the pastels is the inner framing which at times is a single
line drawn as the border, and at times is the bare margins of the paper. (According to
Jan, often, the very act of dealing with the margins of the paper can reveal the true
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JAN RAUCHWERGER / LIFE oN PAPER

Ap1 PUTERMAN

For over thirty years, Jan Rauchwerger has been drawing in pastel; however, this is the
first time that the use of this material has led to an exhibition and a showing of this body
of work. Pastel drawings were shown in previous exhibitions, along with the oil paintings,
though up until now, they have never received separate treatment, perhaps because
these works on paper remain forever in the realm between drawing and painting.
The pastels reside together with the oil paintings, etchings and sculpture, revealing
another layer and contributing to our understanding of Jan's creative process. In this
respect, these works are somewhat biographical in nature, and, as Michal Peleg
describes, act as a sort of inventory of the artist’s life’. As such they tell us the tale of
Jan’s relationship with and understanding of the world, and they enable us to view it
through his eyes.

INTIMACY AND SILENCE

When examining the pastel works as a whole, yet an inseparable part of the gamut of
Jan's work, a feeling of intimacy recurs. It seems that if one has to choose the common
base for these works it would be the close, intimate moment. The specific moment in
which the sublime and mundane merge together as one.

| would like to make a disclosure: in the past, | posed as a model for Jan's paintings.
Therefore, the perspective of this essay is from my personal point of view and will
share thoughts gleaned from my experiences with Jan.

During our sessions in the artist-model interaction, there is one moment that contains a
large measure of closeness. A very personal and private moment which Jan succeeds in
transposing onto paper or canvas. This is @ moment one encounters in one’s everyday
life, several times a day, but rarely notices; the moment of silence.

In every encounter or conversation, there is laughter, there is argument, and at times
there is silence, brief or prolonged, a result of boredom or awkwardness. In every
encounter | had with Jan as a model, there was a moment of silence - a different kind
of silence - a sublime version of silence. This is not an awkward silence, rather, a calm,
serene silence. This is a comfortable silence which can only appear after the dissolution
of the gap between painter and subject, the gap which contains the awareness of the
body and the presence of the gaze of the other. This kind of silence represents the fact
that you are finally comfortable in your own skin and have gotten used to the presence
of the easel and the artist's gaze. This is a pure moment of truth and it is this moment
that Jan masterfully manages to capture and preserve on paper or canvas.
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Red Sheet, 2008, pastel on paper, 65x50,71m1 7V 7UUa ,2008 ,D1TN 1" TU




69



JAN RAUCHWERGER PASTEL ON PAPER

Zemack
Contemporary
Art



JAN RAUCHWERGER PASTEL oN PAPER

March-April 2011

Exhibition

Curator: Adi Puterman

Catalogue

Graphic Design: Zvika Roitman Design
Photographs: Avi Amsalem
Photgraphy on p. 45: Avraham Chai
Hebrew Editing: Dr. Ktzia Alon

Printed by: Eli Meir Ltd.

On the cover

English Side: On the Beach No.1, 2004
Hebrew Side: Snowy Garden, Moscow, No. 5, 2002

All sizes are in centimeters, width x height

Zemack
Contemporary
Art

Hey B-iyar St. 68

Tel Aviv 62198 Israel
T +972 3 6915060

F +972 3 6914582
info@zcagallery.com
www.zcagallery.com

© 2011 All rights reserved to Zemack Ltd.



JAN RAUCHWERGER PASTEL ON PAPER






.,‘:,‘., |i':"l" 0

ﬂ_’j}"

i,
o
s L : ﬁ_’ﬂ‘#ﬁh
g T "“bﬁ'_'-"?'i'bn.ntﬁpﬂ‘ﬂw“m_

o

- - —

an Rauchwerger \Works on paper



