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[72]

2017 ,WXA

23x16x30 ,M1W N°N
Head, 2017

Fired clay, 30x16x23

[73]

2009 ,¥N9

16x16x28 ,2p177°1
Head, 2009
Hydrocal, 28x16x16

[74]

2006 WK1

9.5x11x16 ,2p177°11
Head, 2006
Hydrocal, 16x11x9.5

[75]

2017 ,WXA

9X18x21 ,717W 1N
Head, 2017

Fired clay, 21x18x9

[77]

2010 ,WX7

22x18x23 ,2p117°1
Head, 2010
Hydrocal, 23x18x22

[79-78]
2015 ,2°2% 2N,V RN
Studio view, Tel Aviv, 2015

[81-80]

2019 ,mnT

24x50X21 ,717 2°n
Figure, 2019

Fired clay, 21x50x24

[83-82]

2019 ,(23) M7
24x50X21 ,7170 2°n
Figure (back), 2019
Fired clay, 21x50x24

[85]

2012-2011 111 7%
25X112X134 ,5p117°n
Pair II1,2011-2012
Hydrocal, 134x112x25

[59]

2020 ,0MT

2X2X2.5 ,M1W nn
Figure, 2020

Fired clay, 2.5x2x2

[61-60]
1"71002 0°3vp NI *508
Small figure sculptures

in the studio

[63-62]
2016 ,2°2% 2N ,1TWVOI AXRIN
Studio view, Tel Aviv, 2016

[65-64]

17002 0°1Vp 0°WRI "50p
Small heads sculptures
in the studio

[66]

2006 ,WX"

13x9x23 ,2P11 70
Head, 2006
Hydrocal, 23x9x13

[67]

2006 WK

12x12X26 ,2p177°7
Head, 2006
Hydrocal, 26x12x12

[68]

2009 , WX

19X20X45 ,5p177°7
Head, 2009
Hydrocal, 45x20x19

[69]

2006 , 0N

12x11x33 ,2P11 71
Head, 2006
Hydrocal, 33x11x12

[71]

2006 ,WX"

27X22Xx32 ,MN0 N
Head, 2006

Fired clay, 32x22x27

[45]

2012-2011 ,7W°N
36X59x132 ,5p177°1
Woman, 2011-2012
Hydrocal, 132x59x36

[46]

2015 ,(23) N30
46Xx52X76 ,2P117°1

Prima Donna (back), 2015
Hydrocal, 76x52x46

[47]

2015 , 71D
46x52X76 ,2p117°1
Prima Donna, 2015
Hydrocal, 76x52x46

[49-48]

:1103’1'7 932R” 121¥ N ARIN

2016 ,2°2X 2N ,0°3MK7 N°2,70°500
“Avner Levinson: Sculpture”
Exhibition view,

Tel Aviv Artists’ House, 2016

[50]

2015,

40x37x52 ,2p117°0
Figure, 2015
Hydrocal, 52x37x40

[51]

2015 ,11™7

36X34X62 ,2p177°1
Figure, 2015
Hydrocal, 62x34x36

[53]

2006 , 111702
17x18x42 ,i111172
Prima Donna, 2006
Bronze, 42x18x17

[54]

2014 ,mM7

19.5X26X62 ,2P1717°1
Figure, 2014
Hydrocal, 62x26x19.5

[57]

2020 ,0mT

27X40x43 ,M® 2°n
Figure, 2020

Fired clay, 43x40x27

[35]

2011 ,11°0°3

36x88x107 ,2p117°M
Attempt, 2011
Hydrocal, 107x88x36

[36]

2012,

34x93x114 ,5p177°1
Figure, 2012
Hydrocal, 114x93x34

[37]

2014 ,AV N
44X42X164 ,5P1717°7
Woman, 2014
Hydrocal, 164x42x44

[39-38]

2014 ,7W°N

44x42x164 ,5P177°0
Woman, 2014
Hydrocal, 164x42x44

[41-40]

2012 ,0107 :075
35x72x116 ,2p177°1
Detail: Figure, 2012
Hydrocal, 116x72x35

[43]

2012 ,0n7

35x72x116 ,2pP117°1
Figure, 2012
Hydrocal, 116x72x35

[44]

2012-2011 ,(23) 7YX
36x59x132 ,5p1717°1
Woman (back), 2011-2012
Hydrocal, 132x59x36
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[23-22]

2013 ,P71° 171,112 ,1°TIV0T XA
Studio view, Bushwick

New York, 2013

[25-24]

2019 ,WK"

80x70x132 ,0P VA -IX1T
Head, 2019
Duo-Matrix, 132x70x80

[27]

2019 ,WN"9

100x103x125 ,0pP 01 -I1R17
Head, 2019

Duo-Matrix, 125x103x100

[29-28]

n»1p 102 Soon 101710 113X
2020 ,2°2X 20 ,AOK"HA

Avner Levinson, sculpting in his
studio, Kiryat Hamelacha,

Tel Aviv, 2020

[31-30]

P12 ,1PTI00A AR
2012 ,pP71° 171

Studio view, Bushwick
New York, 2012

(32]

2012 ,;mm7

35x67x111 ,5P171 771
Figure, 2012
Hydrocal, 111x67x35

[33]

2009 ,797

55x49x115 ,5p117°1
Wanderer, 2009
Hydrocal, 115x49x55

MITIAVA NN'wA
List of Works

[1]

2010 ,IV 0%

32Xx74x108 ,0p° LR -IR1T
Pair IV, 2010
Duo-Matrix, 108x74x32

[2]

2010 ,(23) IV 0%
32Xx74x108 ,0p° LR -IR1T
Pair IV (back), 2010
Duo-Matrix, 108x74X32

[7-6]

2012-2011 ,I11 7MY 07D
25x112X134 517171
Detail: Pair I11,2011-2012
Hydrocal, 134x112x25

[8]

2013,77wR0

64X64X97 ,0P770N -1X1T
The Poet, 2013
Duo-Matrix, 97x64x64

[13-12]
113732 X1 "50D

Head sculptures in a garden

[14]

2013 ,¥X"

60X60Xx100 ,0P LR -IXR1T
Head, 2013

Duo-Matrix, 100x60x60

[19-18]

2020 ,WX"

85x75x155 ,0P 01 -IR17
Head, 2020
Duo-Matrix, 155x75x85

[21]

2012-2010 ,M777
86x60x100 ,2P1717°7
Reflection, 2010-2012
Hydrocal, 100x60x86
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[127]

2008 WK1

28x36 ,7°°1 By 1178°Y
Head, 2008

Pencil on paper, 36x28

[133]
171001 087 103717 713K
Avner Levinson, sculpting in his

studio

[136]
171001 5087 103717 713K
Avner Levinson, sculpting in his

studio

[141-140]
2016 ,2°2% 2N ,1TWVOI AXIN
Studio view, Tel Aviv, 2016

[247]

2012 ,WR"

89x59x103 ,%p117°1
Head, 2012
Hydrocal, 103x59x89

[149-148]

2013 ,PT 173 ,P NP2 ,1°PTIVOA RN
Studio view, Bushwick

New York, 2013

[151-150]
2016 ,2°3X 50 ,1TVOR ARIA
Studio view, Tel Aviv, 2016

[119]

2007 ,713-712°%

108x107 ,7°°1 %y Ona
Bird-Landscape, 2007
Charcoal on paper,107x108

[121-120]

2020 ,IV M2°% -912
135X132x87 ,023
Bird-Landscape IV, 2020
Plaster, 87X132X135

[122]

2010 ,WK"

28x36 ,77°1 Py 01X OND

Head, 2010

Red charcoal on paper, 36x28

[123]

2008 ,WN9

60x90 ,717°1 by Ona

Head, 2008

Charcoal on paper, 90x60

[124]
2014 ,¥N9

28x36 ,7°°1 by ono

Head, 2014

Charcoal on paper, 36x28

[125]

2014 ,¥X"

44x36 ,717°1 Py Ono

Head, 2014

Charcoal on paper, 36x44

[126]

2014 ,WX"

28x36 ,7°°1 9y 1178y
Head, 2014

Pencil on paper, 36x28

[112]

oyn’

2008 , N5 Mg

36x28 ,71773 by 1119y
Laying Figure, 2008
Pencil on paper, 28x36

:on®

2008 ,n2a0w mng

36x28 ,717°3 by 1@y
Laying Figure, 2008
Pencil on paper, 28x36

[113]

2008 , N7y MR

28x36 ,1771 ,757 may
Standing Figure, 2008
Pencil on paper, 36x28

[114]

2008 ,I A%

28x36 ,717°3 by Moy
Pair 1,2008

Pencil on paper, 36x28

[115]

2010 ,IIT 77%

2x49x62 ,023 2y OND

Pair I11,2010

Charcoal on plaster, 62x49x2

[116]

2010,IV 0%

44x36 ,1°°1 %y 117Dy
Pair IV, 2010

Pencil on paper, 36x44

[117]

2009 11 7%

36x28 ,71771 by DY
Pair I1,2009

Pencil on paper, 28x36

[118]

2007 ,M13-7180°%

35.5x42 ,71°°] ’?V oy
Bird-Landscape, 2007
Pencil on paper, 42x35.5

[102]

2014 ,1 A1

16X34x47 ,0p 70N -IR1T
Landscape I,2014
Duo-Matrix, 47x34x16

[103]

2014 ,11 91

12X36x47 ,0p°701 -IX17
Landscape 11,2014
Duo-Matrix, 47x36x12

[105-104]

2014 111 71

13X75Xx48 ,0p 00 -IR1T
Landscape I11,2014
Duo-Matrix, 48x75x13

[107]

2012 ,mn7

28x36 ,71773 By MDY
Figure, 2012

Pencil on paper, 36x28

[108]

2006 ,0nT

28x36 ,71773 by 119y
Figure, 2006

Pencil on paper, 36x28

[109]

2008 ,D3wWr MnT

28x36 ,71773 By 1119y
Sitting Figure, 2008
Pencil on paper, 36x28

[111]

2008 ,D3wWY MnT

28x36 ,71771 by By
Sitting Figure, 2008
Pencil on paper, 36x28

[87-86]

2012-2011 ,(23) I11 TMX 07D
25x112x134 ,2p177°0

Detail: Pair III (back),2011-2012
Hydrocal, 134x112x25

[39]

2009-2008 1 12X
46x71x177 ,5p177°7
Pair 1,2008-2009
Hydrocal, 177x71x46

[91]

2009-2008 1T 7%
46x71x177 ,5p177°7
Pair IT,2008-2009
Hydrocal, 177x71x46

[93-92]

2020 ,019

50X60x172 DP° LR -IR1T
Figure, 2020
Duo-Matrix, 172x60x50

[95-94]

2020 ,0119

65X90x175 ,0p° 0N ~IR1T
Figure, 2020
Duo-Matrix, 175x90x65

[97-96]
1771002 NI ’505

Figure sculptures in the studio

[99]

2006 ,y0R7 TIINY
8X35x56 ,2p111°M
Along the Journey, 2006
Hydrocal, 56x35x8

[100]

2006 111 yonn
18x16x35 ,5p1717°7
The Journey I111,2006
Hydrocal, 35x16x18

[101]

2006 ,1 yon
25x18x40 ,2p117°1
The Journey I,2006
Hydrocal, 40x18x25
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Avner Levinson, born in 1981, Jerusalem. Lives in
Moshav Tzafririm, Emek HaEla. Works in Tel Aviv and

New York.

1995-1997 studied sculpture under Danny Grossman.
2003-2005 studied sculpture under Zvi Lachman. 2005
moved to New York. 2009 graduated from the MFA
program at The New York Studio School /studied
sculpture under the artists Bruce Gagnier and Garth
Evans. 2006-2007 worked as an assistant in the studio of
William Tucker. 2010-2016 served as studio manager of
the artist and actress Lucy Liu. 2013 returned to Israel.
2013-2017 taught sculpture and drawing at the Kibbutz
Artists Workshop, Benyamini Contemporary Ceramics
Center,and Muzot High School. 2016 co-founded Atelier
School for Sculpture, Drawing, and Painting in Tel Aviv
together with his partner the painter Uta Patinkin.
2018 co-founded Maya Gallery in Tel Aviv together with
the painter Michael Kovner.

Has had solo exhibitions at Zemack Gallery, Tel Aviv
2020, Te] Aviv Artists’ House 2016; 600 Bushwick Ave.,

New York 2013; Iron Fish Gallery, New York 2008,

D''2711'1 D*11°Y
Biographical Notes
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The New York-3 ManR2 730 XN 717D 1313 2009-2005
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.2008 B9 173, Iron Fish Gallery ; 2013
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the small sculptures convey a different
experience in their dimensions. When the
image is small, the perspective creates a

parallel universe for it.

In sculpture, there is often a sense of
mass and alertness. Your sculptures hold
a sense of painting, textures, movement,

and flow.

My sculptural perception is greatly
influenced by painting and drawing,I am
not a sculptor of construction and material
in the usual sense. People who sculpt
usually ascribe great significance to the
material. For them, the material is a key
element that dictates the work process and
sometimes also the outcome.The material
is even perceived as something noble. I
always felt the material was secondary.To
me, it serves what I want to create, and I
must not let it take over. Over the years I
have tried working with many materials:
stone, metal, papier-maché, and others.
Eventually I returned to clay.IfeelIama
clay sculptor. Many times, sculptures I was
working on collapsed, broke, or changed a
lot,which was always okay, an integral part
of the work, because the main thing about
my work is the process, which is very open

and very dynamic.

Your work is not in the mainstream art
world. How does a young artist decide
to choose such a path? Did you have
doubts? Have you considered trying a
different, more central direction in the
contemporary art world?

I did not have doubts at any point, but the
fact is that I never really decided either.
Intuitively, at every junction along the way,
I returned to the same kind of sculpture
that I make.I have never focused too much
on whether my works are relevant or
popular.The sculptural practice, touching
the material as you sculpt the human body,
the relation between abstract and figurative
- these are the questions that have always
fascinated me,and they give me the sense

of relevant and vital work.

I think that without thinking, at a very
young age, I realized that it was a way of life
that suited me,and that I could live by. My
familiarity with the art world - art history
and contemporary art - started only at age
23 in New York, where I studied and lived
for a decade.I saw a lot of contemporary art,
but at no point did I feel it was something
that could interest me as an artist, nor did
I ever feel the need to be a part of what
everyone was doing.I am interested in an
everyday process in the studio, in front of
the sculpture, surrounded by works that I
created in previous years, in understanding
where I was yesterday, and in which
direction I can continue today.For me, being

outside the mainstream is also a strength.
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tension between the poles is what interests
me. I want to create an expression. And
expression is not necessarily something
universal like sadness, anger, and so on,
but rather something more subtle and
precise, personal even - like layers of
feelings, sensations, and life experiences.
In sculpture, I explore questions through
a plastic sculptural language. My goal is to
create a sensory experience of depth and
space with abstract means. For instance,
for me, a nose, other than being a nose,
also allows me to create large expanses in
relation to the depth of the eye.

As for the relation between the parts of
the sculpture - I do not see any difference
between working on the back and on the
front of the sculpture. Throughout the
history of sculpture, we see that different
artists and cultures addressed the angles
of the sculpture in different ways: at
times they only treated the front, other
times, like in a cube, all four sides.I think
about sculpture more like a spiral that is
in constant circular movement: front to
back, bottom up, and other way round. For
me, a good sculpture is a sculpture that the
viewer wants to walk around, and finds it
interesting enough look at for a long time,
like the feeling you have while looking at
a landscape - the possibility to look and
move in countless directions and ways. I
have such an infinite and inexhaustible
experience, for instance, in front of a good
Cézanne. While working on a sculpture,
often it happens that a certain angle
of the sculpture looks good but from a
different angle, even slightly to the side,

the sculpture does not work, so it has to
be reopened, changed and shifted, until it
reaches a place where it works from every

angle and can be closed.

Your use of clay is very unique. Do you
work with other materials as well?

I usually pick one thing,and go deep with
it.The same goes for the clay.I have worked
with it from a very young age, and it is

really a part of me.

Clay is a receptive material. It does not
restrict me,and allows me to do any move
I want.I can subtract or add, and mainly
move large chunks quickly. I keep it very
wet,and use it as a painter would use paint
and brush. I work with my hands, with
direct contact between the body and the
material,and with large strokes that create
movement and flow. It is spontaneous,
intuitive, and fast, and gives life to the

sculpture.

With clay, you can achieve a sculpture
and a large mass very quickly, but I try
not to reach the full volume too fast.
In the work process, I am constantly in
motion, moving around the sculpture,
and taking into account many different
perspectives, and a significant part of
my work is removal and subtraction and
not necessarily construction. Clay is very
suitable, even necessary, for work of this
kind. It allows me to subtract, to cut out
large chucks quickly,and by removing the
material, surprising and unexpected things

emerge, allowing me to address what’s

there and what isn’t, and the negative
shapes formed around the positive shapes

in the material itself.

You are describing mostly the process
of working with a mass, in large scale
sculptures, although earlier you also
mentioned small sculptures. Can you
talk a little more about the differences
in the work process?

I work on sculptures of varying sizes - from
miniatures, through small sculptures, to
those large sculptures that can reach two
and a half meters. Obviously, the scale of
the sculpture affects how I work, but the
size of the sculpture also affects the viewing

experience.

In large sculptures, which are life size or
larger than an object in reality, the work
is very physical, and the entire body is
involved in the construction. In these
sizes, the lumps of material create a terrain,
and the material itself gains power. The
sculpture has a mass that is equal to my own
mass and sometimes exceeds it, making it
an entity of sorts, which is present in space
in front of me. With a large sculpture,I can
work with my entire hand, press it against
the material; in small sculptures, the hand
is too large in comparison,and its touch can
destroy an entire area.In a small sculpture,
the pieces can be easily changed. It can
be disassembled and recreated with just
a few touches. While the large sculpture

is an entity that is present in the space,
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Avner Levinson

in Conversation with
Ofer Lellouche

What was the trigger that made you pick
up art?

When I was 13, my father passed away. As
part of the attempt to cope with the loss,
my mother suggested that I join a sculpting
class. I worked with a group of adults in
a live model class. I knew nothing about
artists and about art history, but I loved
working with the material, and I built a
small studio in the basement of our house.
I would spend the hours after school in the
studio making mostly expressive heads
of imaginary people. The combination of
the little familiarity I had with art and my
young age created something very primal
and direct. I guess it suited my situation
very well. What interested me was the
possibility of expressing human emotion.
It was not a specific emotion. Looking back,
I think that the power I found in sculpture
was the ability to convey a deep human

experience that I couldn’t put into words.

How do you start a sculpture, what is your
starting point? What is the inspiration?
How much do you dialogue with other

artists while working?

I am very connected to the history of art
on an everyday level. When sketching
or making small sculptures, studies of
sorts, I regularly work from observation.
But when I work in the studio on new
large-scale sculptures, my starting point
is not a particular thought or an image
or a model. I also do not have another
artist’s painting or sculpture in mind. I
start from an experience of emotion, from
a movement that interests me.Sometimes
it is something as simple as how a head sits
on the neck, other times it is an abstract

idea.

Can you talk a little about your work
process?

When I start a sculpture, I work very
fast. Within two hours, there’s already a
sculpture, even two-meter high sculptures.
But in the next stage, the initial idea I had
in mind begins to blur and fade away, and
I work with what emerges in front of me
in the material. This process usually takes
several months. It is a process of constantly
changing all the parts of the sculpture.I
work on each part separately, but every

individual part affects other parts,and also

requires them to change.I am constantly
trying to maintain tension and create
tension between the detail and the whole
and between the front and back, while also
trying to close the sculpture so that from
every angle it looks good but also surprising
and different. It is almost a dance of sorts
around the sculpture.

Can you give an example of this dance?

I'll give you an example from a sculpture
I have been working on in the past few
months. In the first stage of work, the
sculpture was created as a standing
figure. But since I did not find the figure
interesting enough, I started shifting the
material and drastically changing its shape
and structure, until the upright movement
became an arc, and the sculpture became
completely abstract - from a narrow
two and a half meter high sculpture it
transformed into a much wider one and a
half meter sculpture.There was something
interesting about it, ambiguous, and I
decided I won’t work on it for the time
being. For a few weeks I only looked at it. It
seemed good and right from most angles,
but from a certain perspective it did not
work. I felt that the sculpture standing in
front of me had no meaning. The shape
and form of the sculpture were satisfying,
but I did not feel that I was able to connect
with it emotionally.I felt it was too generic.
When I work, it is important for me to reach
a physical place with a sculpture, but it
is just as important for me to reach an
emotional place with it. You could say that if

a sculpture is not at this specific place,I do

not find enough meaning in it and it does
not interest me. It is not something I think
about or put into words; it is more of an
intuitive feeling,and that is probably why
while working on a sculpture, something
that I do not always completely understand
and can explain happens. It just feels right.
And when a sculpture gets there, exactly
that point, I stop.

Back to that sculpture - I decided to
continue working on it and open it once
again in completely new directions.At the
end of the process, the sculpture turned into
a head sculpture.I certainly think that it is
possible that in a few years’ time I will go
back to the abstract shape that interested
me at some stage in the process,and start
a different, new sculpture from the same
place.In this case it did not sit right.

In the head sculptures, I noticed that
you emphasize the nose, the mouth, the
eyes... but also work abstractly, so that
the different organs are not anatomical.
I presume this is related to the tension
that you mentioned that you are trying to
maintain and create in the sculpture. I'd like
to try and understand more about the type
of relationship you are looking for between
figurative and abstract and between the
front and the back of the sculpture.

When I am working on the motif of a
human figure, whether it is a full figure
or a head, I feel as though I am moving
between two poles: an image that is
closer to reality, and on the other hand,

an abstract image. Like I mentioned, the
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it is its own kind and mode [...]
In the spectator there has grown
together the mere humanity of
the originator and the content-
rich, soulful uncanniness of the
work. Without the spectator, the
work would be mute, it would be
a statement, but not from speech,
since the work does not “speak” to
its originator and Pygmalion seeks
in vain to animate the marble that
he himself has sculptured; the work
“speaks” only to the spectator. And
without the spectator, it would have
no lasting influence in reality. By
bringing into view painted canvases,
written pages, the work does not
really, as a matter of fact, enter real
life [...] But to enter into reality, art
must regenerate men; yet artists,
these rare non-men who live alone,
spread far and wide in the throngs of
people,are absolutely not this type
of men. This would not be because
their capacity as originators, like the
existence of the world, as creatures
[...] art only becomes reality when it
educates man to be its spectator and
when it is given a lasting “public”."

In this conceptual dimension, Levinson’s
sculptures possess the potential of

realization, the possibility of existence,
if we turn to the “precedents” of Victor
Frankenstein, Pygmalion, Prometheus,
the Maharal of Prague and the likes, whose
hands have shaped forms, created figures,
and breathed life into them. This potential
is a convenient ground for the gaze of the
spectator-creator (since it is the spectator
who activates the piece with his gaze) and
the equation that places the spectator and
the sculpture in a relationship that is not the
relationship between a subject (spectator)
and an object (sculpture), but between a
subject and a subject, or at the very least,
between a subject and an object that has

subjective traits.

Little wonder then, that the first words said
by God himself in the Book of Genesis were
“let there be”, the words of creation that
hold the power of the maker to execute his
creation from theory to practice. And not for
nothing, the great Jewish British sculptor
Jacob Epstein titled his autobiographical
book Let There be Sculpture, since after all,
this expression understands this essential
quality, which is one of the qualities of
sculpture,and is also found in the sculptures

of Avner Levinson.

1 Franz Rosenzweig, The Star of Redemption,
translated by Barbara E. Galli, University of Wisconsin

Press, 2005, pp. 260-262.
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letters NaX (“truth”) were etched on the
Golem’s forehead, and so in order to kill
it, the rabbi erased the letter X,leaving n»
(“dead”). Legend has it that the remains of
the Golem are still kept in the attic of the

ancient synagogue to this day.

All these tales, with the required
distinctions, are of course variations on
the divine story of creation (the creation of
man and woman), which holds the magic
of creation: “So God created man in his own
image,in the image of God created he him;
male and female created he them” (Genesis
1:27); it attests to the labor involved: “And
the rib, which the LORD God had taken from
man, made he a woman, and brought her
unto the man” (Genesis 2: 22); and contains
a creative element: “And the LORD God
formed man of the dust of the ground,and
breathed into his nostrils the breath of life;
and man became a living soul” (Genesis 2:7).

Avner Levinson is a sculptor, and his work
is comparable to the work of the men whose
stories were mentioned here in brief - those
formulators of figures, heapers of materials,
joiners of organs, and creators of entities.
Levinson’s sculptures are free standing -
in contrast with the spirit of installation
or site-specific art that provides a web of
contexts - and in the spirit of the tradition
of free standing statues that goes back all
the way to antiquity (and particularly in
modernism, which informs these works)
they do not depend on the space in which
they are presented. His are sculptures that
act as independent units of material and

spirit that carry their values with them,

and those are intrinsic to them, as they

are to man.

Levinson sculpts mostly through additive
methods, meaning, with materials that
give the possibility of adding and not only
subtracting, such as clay, plaster, papier-
maché, and other materials, which allow
to shape the sculpture by adding material
to create its form (before it will eventually
be cast in bronze or some other material, of
course),and stand in contrast to subtractive
sculpture executed in materials such as
marble, stone, or wood. The conceptual
difference between the two, beyond the
fact that addition works from the inside
out and subtraction from the outside in, is
that subtractive sculpture is rooted in the
perception that the lump of raw material
holds a shape that should be “freed” - a
belief in the preexisting, while the additive
method creates the shape out of nothing,

as an act of creation.

Levinson’s creation is the human body, or
at least one that the human body stands in
affinity to its forms. Levinson sculpts free
standing heads and figures, as well as bodies
that have a relationship of proximity to one
another. His sculptures are characterized
by a lumpy, unfinished surface, evocative
of a dense and cracked rock more than
facial features and a body.Those bodies and
faces suffer deformities, disintegration,
elongations, and shortenings of unnatural
proportions, and possess a degree of
decomposition.These are not the outcomes
of mutilation, but are rather expressive

of creation unbound by the shackles of

a commitment to an illusory portrayal;
commitment that was discarded in favor
of emphasizing the sculpture’s plastic
values, the facture that also acknowledges
its haptic dimension, and the intrinsic
logic of a sculpture that is not based on
an origin in reality, like a model or some
other signified chosen to be represented.
And thus, following this logic, Levinson
created disembodied heads, legs without
an upper part,bodies without limbs on the
one hand or a figure with elongated arms
on the other hand, entities with no sexual
identity, indistinct human configurations,
and even sculptural connectors in various
degrees of abstraction. This practice is
also manifested in Levinson's drawings,
which are not necessarily studies for his
sculptures - sometimes they are executed in
a thin,almost automatic line,and at times
they seem like a mild geometric drawing
that relinquishes the natural appearance.
The logic of the sculpture prescribes not
only other physical possibilities, like
those mentioned, but also a distinct
physical behavior. Thus for instance,
Levinson’s work reflects the problem of
the figure’s equilibrium as a being that
is expected to follow the laws of physics,
but mostly of the sculpture system as an
autonomous arena.These are subtle games
of equilibrium, governed once by secure
balance and once by the loss of stability.
This is also the relationship between
the tangible material and the spaces and
openings in it. According to Levinson, the
viewer should perceive this absence as a part
of the sculpture’s material quality, just like

moments of silence are a central component

in a musical composition, like a blank line
is an important part of poetry,and like the
window opening or the space of the door are

integral to an architectural space.

We can draw parallels between Tel Aviv and
Prague, between today and the past,and
compare Levinson’s studio to the attic of
Altneuschul synagogue.As a place where the
organs of the Golem - the statue that had
been brought to life and died - are like the
sculptures of Levinson, scattered around
the studio in different stages of creation
and casting: a giant head here, a pair of
legs there, a figure stumbling on one of
the occupied pedestals. Rows of tiny heads
bearing the traces of faces are arranged on
shelves on the one hand,and several metal
“spines” waiting to grow a body on the
other hand - in the parallels, the idea of
creation reveals the potential embodied in
the sculptures-Golems. However, all this is
not viable as long as the sculpture remains
alone, without the presence of a human
being (a real, flesh and blood, living human
being) beside it - without the spectator of art,
whose presence and gaze as though etch the
letters N1X on the forehead of the sculptures
and breath some life into them. This idea
was eloquently articulated by the Jewish
German philosopher Franz Rosenzweig,in
his book The Star of Redemption:

The work is there in its uniqueness,
in its detachment from the
originator, its incredibly intense
life that yet does not belong to
life. It really is outside of itself; it

has neither house nor home; [...]
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On the day when the breath of life will infuse
the arts, it seems that before painting will
gain volume, before poetry will take shape,
and before music will be embodied in the
material, sculpture will be the first to thaw
and come to life. Sculpture is the most
plastic of the arts,and already in its natural
starting point, we find a body that has shape
and volume.The distance between sculpture
and its possible resurrection is therefore
that of wishful thinking,an incantation, or
a spell, which have already used their power
to awaken sculpture from its silent slumber.

It had already been told of Victor
Frankenstein from Geneva, who joined
separate organs into one whole and
awkward body, brought it to life, and
created the monstrous creature that starred
in Mary Shelley's famous novel. And like
Frankenstein, so we have Pygmalion, whose
mythological story is recounted in Book 10
of Ovid’s Metamorphosis. Pygmalion was a
Cypriot sculptor who found flaws in every
woman he met. And so he created a statue
in the likeness of Aphrodite, made the
perfect woman with his very hands, and
named her Galatea. Pygmalion loved his
creation, fell in love with it, dressed it in

clothes, gave it gifts,and during Aphrodite’s

festival, prayed that it will become his bride.
When he returned home and kissed the
statue, he discovered that his prayer was
answered - Galatea opened her eyes and
came to life. And like Pygmalion,so we have
Prometheus, who together with his brother
Epimetheus was given the task of populating
the earth. The two were given many traits
and attributes - wisdom, wings, fur, speed,
etc. to accomplish Zeus’ task. Epimetheus
(whose name literally means “afterthinker”)
acted in haste and created clumsy animals,
while Prometheus (wWhose name means
“forethought”, or “think before you act”)
took a long time, and eventually created
a godlike creature from earth and water
- man. And like Prometheus, we also have
Rabbi Judah Loew, the Maharal of Prague,
who created the Golem.The creature served
as a loyal messenger who inspired fear in
the hearts of anti-Semites during the days
of the week.On the Shabbat, the rabbi would
remove the breath of life, lest the Golem
violate the Shabbat. One Shabbat eve, the
rabbi forgot to deactivate it,and the Golem
violated the Shabbat, started running wild,
and endangered the lives of the gentiles
in the city. The rabbi chased the Golem,
and caught up with it outside Prague’s

ancient synagogue Altneuschul. The Hebrew
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