Looking from the Heart of the Landscape
The Art of Amos Yaskil

(This excerpt is part of an essay that originally appeared in the introduction to the Catalog of the 2006 exhibition of
works by Amos Yaskil at the Museum of Israeli Art at Ramat Gan. It was written by the museum’s director and chief
curator, Meir Ahronson).

The Galilee of Old, 2003

Amos Yaskil found his artistic and spiritual home in the Galilee by traveling to
Toledo, Spain, in 1964. So it is with many artists—they find home only by first
making a journey away from it. In Yaskil’s case, the spiritual significance of Toledo
is the family story. The Yaskils settled in Haifa in the 1930s, having fled Hitler’s
Germany. But Yaskils only ended up in Askenaz after their expulsion from
Sepharad in 1492. Their forebear, Yehezkel, came from Toledo, or so the family
story went.
So Amos Yaskil made a trip back to his own roots in Spain, only to find that the
landscape, the people and the mentality reminded him of what he was most
familiar with—the Galilee. Olive tree orchards, high mountains and rolling hills,

ploughed earth and spots of color scattered along the landscape marked the
boundaries where agricultural areas meet arid wilderness.
In Spain, as in the Galilee, the villages are built on mountaintops. The building
blends in with the landscape. All this made Amos feel at home in a way. After
returning from this trip, full of experiences and impressions, he painted Toledo.
In the center of the painting is a colorful mass of paint placed in many layers, one
on top of the other. The mountain is the center of the world…it is interesting to
see that the painter virtually positions himself in the center of the mountain. The
gaze turns equally up and down. The mountain is at Yaskil’s eye level. In almost
every one of Yaskil’s paintings his point of view of the landscape is not
naturalistic. He situates himself in the center of the painting…(in this way), Yaskil
breaks from the restrained European tradition and undergoes an acute transition
to the boundaries of a kind of profuse expressivity.
Another breakthrough: Amos discovered the Mediterranean shadow. A dark,
heavy shadow, which is a mirror. The bright strong light in the Mediterranean
area burns the surface of things. In every three-dimensional form, the shadow is
what makes the texture and the structure stand out.

Yaskil stands on the veranda outside his home/studio, March 25, 2019

It is interesting to see the recurring structure in Amos Yaskil’s work. The
vocabulary (repeating objects) he uses includes images which recur in different
places and in different syntax. The gate, which is an important element in Yaskil’s
work, takes on different shapes, but retains its place and meaning in all the
figurative sentences written by it. The gate appears in different times and in
different contexts, but retains not only its shape, but also its mystical significance.
The gate is the gate through which not only the town or the house is entered, but
the orchard as well. But Amos Yaskil’s gate is not a gate which opens its doors. It
is an impervious opening symbolizing the option, but not necessarily allowing it.

The same is true of the mountain. The mountain is a place of ascension and
appears in Yaskil’s work as a motif describing the place of the artist and the
human being. The mountain is high and usually painted as the background of its
occurrences. But the mountain is also a kind of mini-cosmos, a whole and
complete place.
Upon studying Yaskil’s paintings, one discovers that most of them are landscape
paintings. Few paintings deal with still life or with figures at a certain location. In
Yaskil’s eyes, the landscape is the purpose of everything—summer landscape and
winter landscape, landscapes of valleys and mountains, landscapes of colors and
shapes. The shapes sometimes take on geometrical forms and sometimes they
are organic forms. Sometimes the landscape unravels an expanse of deep
perspective and sometimes the landscape is flattened into an aerial-view
photograph. Using the landscape, Amos Yaskil communicates with himself. Yaskil
tends to go out and paint in front of the landscape. This activity, in the 21st
century, has a sort of romantic air to it, but for Yaskil, it isn’t romantic, it is the
manner in which he experiences life. But what is interesting in this activity is the
fact that going out into the landscape, Yaskil returns to the studio and recreates
the form. The act of painting in the studio is similar to the act of creation. The
landscape undergoes a process of rationalization but remains shrouded in
mystery. When asked why he returns to the painting in the studio after he has
gone out to paint, his answer was the key to understanding. He answered: “Only
upon returning to the studio do I see what was outside.” Indeed.

