Ido Bar-El

The Magnet and the Pool

Sound for a Silent Movie (1988) a metaphorical sculpture by Nahum Tevet. Winks|
the music that was played in the dark with the nézdl marvel of a moving picture? The
appropriate term has to be montage. Although mentaga technical means of the
medium, it has the status of an artistic principh@ny events that blend together during a
short time; the combining of different images iat@equence; or a soundtrack that by its
adaptation to the image projected on the screategean illusion of movement. A further
suitable definition of montage is one image for tteats. The birth of jazz. the silent
movies, the talkies, were artistic revolutions; sbjects of the first flms too were
historical revolutions; but the accompanying muket was improvised in the movie halls
was based on familiar works and hits. Tevet's satgpbegins on the floor and ends as a
relief on a wall, in a way that forces the viewarraise and lower his gaze alternately (the
sign for the act "tilt" is perhaps the reason fa@ tecurrence of the letter T). One may see
the sculpture as an exhibit in a "cinema museumkjna of abandoned set, an old
fashioned editing room, projection booth or mowiedter. A detail from Sound for a
Silent Movie: a record placed on a hammer, whichtasere strikes a painted table.
Aluminum mirrors too are incorporated into the gptute. The gaze and the sound are
objects. Is this a metaphor for meeting half-way?
Every sculpture is a metaphor. A metaphor is ndy ammatter of words. It is a structure
of consciousness, which forms the base of everyghiband linguistic act - in everyday
language as in the language of poetry. The wottlasreferential unit of the metaphor.
The metaphor is the dream of the word. Any disausf Tevet's sculptures must
navigate through a tangled network of metaphorsnddel is an implement which, by
means of the fiction, seeks to explode an imprdoisgpretation, in order to build a more
precise interpretation. In the language of Mary d¢es'a model is an instrument of
redescription” (Ricoeur 1977:240).

If a model, like a metaphor, proposes a new langutigen to describe a model we
have to interpret it. Tevet's sculptures in thes'8@ve no connection to a given space.

They create a space of their own for themselvks,diformula on a blank sheet of paper.



Tevet's sculpture is an emblem of the place. Tlserde of a foothold in space makes it
difficult to construct one description of the sdules. Tevet's sculpture is overburdened
with the information of the elements that compiis®©ne outcome of this is the existence
of different descriptions. One could begin withtjasdescription of the components: a
group of clearly defined, simple objects, with olist margins. The scale of the objects
too is sharp and clear - the gaze can distingishdifferences between the sizes (the
discourse on scale is important because we arespehking here of a conceptual
description, but about concrete objects). The sohtbe objects is also their relationship
to the human body. In the wall sculptures theransarbitrary direction of movement

(clockwise, for example). One can divide the olgemimprising the sculptures into three
groups: objects identifiable with the everyday (emadades), especially tables; bodies
with a volume - such as boxes; and found objeeady mades). Uniform-sized objects
alternate with objects of different sizes and founljects. These create chains of
guestions and answers, cause and effect. The afhiffes in color also send you to
variegated descriptions. Does Tevet mean to spsakt @haos?

Trying to map a painting or a sculpture, the gaz¥es in two manners - similarly
to when one watches a bird fly while walking. Onaynmap spaces while imposing one
space upon another, or by "imposing" it upon its@iie may also follow the transitions
and changes along any axis in the space. The gnatiibn of the groups of objects in
Tevet's sculptures turns the journey into a naiogathrough a monotone landscape.
Tevet - who at the beginning of his path was aistactose to Minimalism - puts down a
revolver, a boat, or a horseshoe magnet as pofntsference: metaphoric images that
allow us to connect among them in a narrative/poetanner, or also by means of a
relation of resemblance.

The model/metaphor/sculpture mechanisms are agtbalhg discussed here. An
epistemological discussion of models also entaildisgussion of the concept of the
archetype. Richard Serra, in a talk with studehBezalel (1983), contended that a table
fulfils the conditions for being an archetype of sdulpture. Tevet has laid a table and
overturned it. The table is the hackneyed imagetha& philosopher. Perhaps its
commonness in study rooms and cafés has madeoitsmtavailable an image. | have
chosen to invite David Hume and Thomas Reid to scudision around the table.

Underlying the discussion is the sceptical positioh Hume, which negates any
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presumption about the external existence of thilfge. discussion is about perception and
knowledge (the question of prior knowledge alsalgits place here). For the sake of the
rhetorical claim Hume selects a hard white tablee fuestion of its existence or non-
existence arises several times. Reid formulated drguments last, and actually
constructed Hume's in a different form: First argmin- as we move away from the table
the size of its appearance vanishes. Second arguntiee real size of the table doesn't
vanish. Hume's third claim is formulated by Reidaasonclusion: we do not see the real
table; we see only the idea of the table, the tHideappears. From these arguments Reid
derives a simple statement: Is this not a reporgxperience? (Sajama 1987:20-25). The
conclusion, in this case, is the relevant one ler ¢ollection of wood and color in the
sculptures before us. Tevet puts his cards onabile.t The rules of the game have to be
discovered by the viewer.

Tevet calls this series of sculpturBainting Lessonslts declared concern is the
acquisition of knowledge by way of learning. Thencept "lesson" and the sculptural
scene, which is charged with so much informationt &t a need to allude to the crisis of
knowledge and of the power connected with it. jsogsible to think in painting the same
way that it's possible to dream in color? Tevetles or learns about painting's cutting
capacity: cutting spaces for the objects that mdéhem. In his lessons he points to a
dialectic between the effect of the surface andssible among them in a narrative/poetic
manner, or also by means of a relation of resensblan
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constructed Hume's in a different form: First argmin- as we move away from the table
the size of its appearance vanishes. Second arguntiee real size of the table doesn't
vanish. Hume's third claim is formulated by Reidaasonclusion: we do not see the real
table; we see only the idea of the table, the tHideappears. From these arguments Reid
derives a simple statement: Is this not a reporgxgerience? (Sajama 1987:20-25). The
conclusion, in this case, is the relevant one ter ¢ollection of wood and color in the
sculptures before us. Tevet puts his cards onabile.t The rules of the game have to be
discovered by the viewer.

Tevet calls this series of sculpturBginting Lessonslts declared concern is the
acquisition of knowledge by way of learning. Thencept "lesson" and the sculptural
scene, which is charged with so much informationt &t a need to allude to the crisis of
knowledge and of the power connected with it. jsogsible to think in painting the same
way that it's possible to dream in color? Tevetles or learns about painting's cutting
capacity: cutting spaces for the objects that hidéhem. In his lessons he points to a
dialectic between the effect of the surface andssible depth. The legs of the tables are
nothing but lines that mark the path of the lidtdgttbounds a surface. It is possible here to
speak of two approaches to painting: light/darkreess®pposed to light/shade. Sculpture
creates a space and scatters light. The associatmrsed is the slide-projector drum
filled with slides in art classes. Tevet as it wprejects slides of details from sculptures
and paintings by such artists as: Donald Judd. RdBmiithson, Frank Stella. Yosef
Zaritsky, Arieh Aroch. The light in Tevet's sculpcreates movement. This phenomenon
connects to the problematics of the painted pldos's of weight, or the loss of balance
between the surface and the pictorial space.

What is the significance, for the sculpture. oftpi@l thought? The floor in
Painting Lessonss like a white canvas. Paint can turn into angmaso sculptures with
an identical morphology but of different colors Mikpresent different images. The
hierarchical tension between form and color is @nesd. Tevet puts his objects through a
process of elimination and addition, and the coimsparinvited is the series of decisions
the painter makes about his brushstrokes. Thetdinscof the chains of objects and the
varying treatment of color expand the space. priogdudifferent speeds of making and of
viewing. The decisions on avoidance or eliminatema not reported to the viewer, but

they are the sum of Tevet's sculptural process.
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| want to say "the joy of knowledge", and to thay fo connect the happinessRdinting
Lessonsin the space between an ironic gaze and a hampwmtroubled innocence, there
are remnants, or perhaps traces. Is the trandiersignified?Painting Lessonsre a
super-metaphor or a chain of metaphors on metaphtrer way, metaphors don't have a
saturation point. One may also speak in praiseoofense: a sculpture that is entirely a
chain of syllables, the happiness of a little chilldo is learning to speak. The dictionary
will define a table as an object with an environtaémalue. When this conditioning is put
to the test of perception, a difference is revedletiveen children and adults. Children
will choose the strangest presentation of the opfbe placing of it at an unexpected
distance and angle. Adults will choose a frontalspntation, the whole meaning of which
is "table". Tevet's tables subsist between theseweorlds. His sculpture is positioned
between two poles - the geometrical and the coaciidie geometry deals with an idea
world of points without magnitude, lines withoutdkness and planes without boundaries.
The concrete is units of texture, surface, and imgetbetween various surfaces. Is Tevet
speaking about the extent to which emotions arelvwad in perception?

At the basis of the imagination, which is activated language, is an attempt to
expose new relationships by means and out of tlseribed model. In this attempt
emphasis is placed on the equivalence of the difteforms of the relationships. This
equivalence creates the mobility between one egmesand another, and supplies the
rationale for the imagination. This is the prologadhe story about the imagination, and
also to the story about discovery. Hence we cadnatabut different versions of the frame
story of Tevet's sculpture.

Aristotle defined metaphor for Western culture. dod metaphor, in his opinion,
hints at an intuitive apprehension. similarity adgplacement. The region between
rhetoric and poetics is the living space of theapkor. Tevet's sculpture subsists in this
sphere. Rhetoric deals with classification. Thetahe of sculpture is founded upon a
historical discourse and on what it is common b tb@ formalistic aspect of the artistic
discourse. Classification and sorting supply aicstdéscription of the sculptures. In this
way meanings are displaced from the classificadiccifonary usage. The aspect discussed
here is a shifting of meaning (seund for a Silent MovieThe object with the form of a
fingered fan in Tevet signifies the shift as angmaeven a symbol, of shifting. Four shifts

of an oblong, connected to each other, remain assthgle sign of a table that has
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disappeared. The fan is generally made from laydgravooden boards of varying
thickness. The shift exists in it in other dimemsias well: volume, color, construction.
An image of a fan, produced by a carving technigpears on boxes in several of the
sculptures.

Examination of the concept "shift" exposes anott@ncept that is connected to it -
reduction. The frozen movement of the things tluabgose Tevet's sculptures is a simple
simulation of reduction. Equilibrium and harmoniagusvement comprise and complicate
what is perceived as a simple example of reductioth shift. Three axes of movement
hold the celestial bodies in their fixed orbitstation (of the body around itself),
revolution (around another body) and yaw. In Teaweet the objects perform these three
movements. The nail that attachéisa Major (1984) to the wall undermines the attempt
to describe a world (and one may speak here of-mleddization of the attitude to
geometry). And the wheels incorporated "frivoloUshto some of the sculptures are also
objects of shift and reduction.

Flemish painting has been compared to the micreseog telescope. In Tevet, the
multiplicity of details, the images of seeing implents, and the surfaces riddled with
holes, tell about the reduction of the gaze. Thatupe of the world seen from the
sculptures is like a view seen by a bee trappeldamoom - thousands of views that unite
into a single image. Another possibility is an iraaxd a room reflected in mirrors fixed on
the walls. The mirrors are not totally parallelcleane reflects only a partial concept of
the room and of the things imprisoned inside itdlsva evet places a perforated board
before us.

Aristotle's analysis of the mechanism of metaphistirjuishes between a shift
from a common usage of a concept, and a borrowomg & concept that has an original
meaning, with no memory or analogical structurextifg and classification of things
produces a static description. The process of desgoin Tevet's sculpture entails a
negation of the static description. The transitioom a table to a record on wheels
continues as wheels on a record on wheels (inahiptsire886). The movement exists in
the obsolescence, in the wearing-out of the "récdrdthe '80s the needle-arm of the
pick-up stopped. Records became objects of noatagd lost their commercial value.
The records are worn and hackneyed metaphors. Tuelem parts of this sculpture
suddenly look like a huge record library that hasrbemptied. This metaphor too is worn
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and emptied. Like a pathologist, Tevet works witkuegeon's scalpel and sterile gloves in
his theater of metaphors. The transitior between thing and another creates an ironic
shift, a joke that sounds like a scratched recArdlysis of the chain of representations
makes possible an exposure of new concepts thdtaste life in them.

Another description of the shift might be approf@ia"Comparison of others'
attempts to setting off on a sea voyage in whieh ghips are drawn off course by the
magnetic north pole. Discover that North Pole. Whatthers are deviations, for me are
data by which to set my course. | base my reckoamthe differentia of time that disturb
the 'main lines' of the investigation for other8efjamin 1983:43). Walter Benjamin
proposes a formulation that is similar in its pgdtr Tevet's sculpture, to his images and
to questions about them. | am drawing a dividimg Ibetween musings and a systematic
philosophy. Sculpture as collection of musingsis th all that art can be.

Friedrich Schleiermacher says: The only thing whscpresupposed in Hermeneutik
is language, and everything to be discovered, wincludes the other subjective and
objective presuppositions, must be discovered blarguage" (Dews 1987:12). Are we
to see the historical aspect in Tevet's sculptgr@a given, while all the rest has to be
revealed? Perhaps we can discuss the mother-toagdealso the local aesthetic canon?
Language is infinite because each of its componenteflected in some way in the
others. The result is a situation in which the s#imahorizon explodes. The concrete
expression of this metaphor is what is seen in T®sgeulptures.

It's worth saying some more about the concept Zboti’ The horizon signifies
what becomes vague, or what has a vague .meaniegy Experience has a horizon of its
own. Hence every experience hints at the existehderther possibilities: in the process
of experiencing, further meanings of the thinglitege revealed. The horizon predicts
future actions in relation to the object and alsoitt what suggests itself as a new
possibility. In principle, the horizon of the objettable” is more charged with
expectations than the object "chair". Tevet invéhis principle. In his floor and wall
works he sometimes denies his tables a horizonjresteélad charges the chairs with a set
of expectations. The chair that lies there andstrapother object (a kind of cone-hat-
antenna) irPainting LessomMo. 6 of course has an expanded horizon.

The question of how closed the wall works are moah question about their
finitude. The little child's chair hanging in theuspture 886 has to do with the past, with
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getting old. The concept missing in these workspaadoxically, expectation, and this
arouses sensations of mystery, to the point ofutiideasantness of horror. Tevet's wall
sculpture is read like aerial photography - a Gestading. In the process of observing
the wall works, is a third and dominant factor iweal, in addition to the viewer and the
object? At the moment of looking, in the immediptesent, a vacancy of emotions exists.
This vacancy is the dominant factor in time - patgderhaps to the moment the camera
button is pressed. Tevet's wall sculpture subsiskg by virtue of a given historical past.
The meeting between the metaphysical and the hiatodescription gives birth to a
complicated discourse. Is this a problem that aris®m a picture hanging on a wall?

A group of wall sculptures is callehmma'’in Jamma'in is the name of a spring and
natural pool in the Beit-She'an Valley, a placé timlonger exists. Tevet tells us that the
place was destroyed as a result of agriculturakldgwment of the area. Jamma'in is an
actual image of personal memory for him, like tteakpar" for Arieh Aroch (Fischer
1966: 7-8f Hebrew and Arabic do not distinguish between thedathat describes the
sense of sightdyin, eye), and the word that describes a spring (rmajayrhe same word
is used for two different concepts. The wide netradftaphors attached to these words
confirms the claim that culture (language) dwellshe layers of the sub-conscious. Boats
are a so very present actual object in Tevet. aadcannected to metaphors of water.
Water is the absent concept. A wave movement iselin opposition to the movement
of the conductor, the material within which it pessThis definition applies to wave of
light, sound and liquid. Tevet's objects are agdte sunken in water. Boats float beside
table legs.

I'm looking for the focus in the story of refleat®in Tevet's sculpture: the story of
Narcissus and its psychological explanation. Thec@ss of the investigation of
vision/perception is perhaps analogical to humasughf In Paul Ricoeur's view. as
summarized by Kenneth Baynes: -Human existencéeariewed only mediately, in the
mirror of the objects and acts, symbols and signshich it is manifested. 'Reflection’ is
then construed as an essentially hermeneutic eiserpmediated through the
interpretation and critique of 'signs scatteredthe world- (Baynes 1987:9). Tevet
investigates the mechanisms of intelligence. Leaymiy way of reflection occurs in the
course of a discussion in which doubt is cast on @nrtainty. The focus is where the

things intersect.



An essential dualism underlies the reflections @vét's work. The simplest colored
expression of this is in the things that are painite stripes. The dualism and the
reflections are presented in a more complex maim#re sections that expose the inner
structure of the boards. As if the sculpture wergrgy: The good in me is the bad in you".
Another facet of this statement subsists in Tewttategical model - a position of critical
principle of "like/dislike", which is common in ctemporary art and derives from the
social and cultural circumstances. Another aspkettiteosame principle is the didactic one,
which deals with the correct and the mistaken:idoablways takes a moral position.

The dualism also expresses itself in a doublenkfsebngs - delight at the beauty
of the object, but at the same time disappointntieat we will not be able to know it
completely. We should also mention the possibditydiscovering the indifferent beauty.
Abstraction is the filter of the feelings. The megtbetween beauty and clichés is one of
the conditions that avantgarde art seeks to fulflalevich painted a black cross on a
marble board. The black square and the white caowaghich it is painted are metaphors
for an eclipse. The illusion about the autonomyadfdissolved a long time ago. Tevet
proposes two views of utopia - a positive route amegative route. The use of wood and
paint subsists here as an anti-technological andhntic metaphor, one that is opposed to
the ambitiousness of the Constructivists. The bigseson of the ideology of the Italian
Futurism is imprinted in its aesthetic. One canearathnd what is learned in Painting
Lessons as an allusion to evil, or at least to poweflection, in Tevet's sculpture,
concentrates the historic aspect of the ethicaldision.

Two poles - work and communication - are confrontgih each othef.The line
stretched between these two poles is cut at additipoints. It is worth illuminating the
eroticism that reveals itself at one of the intetiems: theatrical bits of "Action Painting"
seen from the point of view of the prompter; thechamistic virtuosity of the whirligig
does not detract from the sensitivity to color. Histract qualities of the other language
reveal possibilities of expression like those a# #poken language. This is the message
that Tevet repeats in his lessons. Chance, a ctiomahavantgardist strategy, plays an
active role here. In the flood of familiar objedtse gaze dips into, it is possible to
discover something new. At every moment, Tevetspsare exposes relations that have
existed a long time. For this reason the intimday tistinguishes him makes an objective

discussion difficult. Intimacy, by the way, is andition for any real progress.
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The reflection doubles the little table into a culsdich is none other than a little
empty cage. Language is put in the prison chambleether the prison is true or false.
The cages are open on two sides. The picture omih@r can also be the -horizon", in
the sense of the point where things go vague. Hereoncept of horizon is expanded. If
we look from the horizon in the opposite directiva will be able to speak about the point
of darkening. The concept of darkening entailsdlagm that the act of perception is not
perfect. The act of looking at one of Tevet's stuulgs always involves what has already
been seen. The last act of looking contains tharaatation of the previous experiences.
Is this the story of art? Walter Benjamin's wortb®wut art's loss of its aura are perhaps
one possible meaning of darkening. It is not imvdiat Benjamin and Freud have been
confronted here. The argument between the privaddtse social - or art's commitment to
reality - arises with every attempt to understantfuce and art. This, in effect, is the
essence of the modernist and postmodernist positMhich of the two is the reflection
in Tevet's mirror?

Do the shreds of modernism reflect in the fragmehtkie mirror, like the image of
a reality that lacks any ideology? Is this the imaf a non-dogmatic ideology? Tevet's
sculpture pulls back into memory modernism's pglecof oblivion. This is an essential
characteristic of looking at the past through hateldoscope. A problem arises when we
want to bridge between two systems that have éifieterminologies. If the purpose of
Tevet's sculpture is translation, seeing the tedimgl as an instrument of communication
makes us forget the distortion created in the e substitution. The highest function
of the translation is not to serve in communicatibat to paint anew the origin of
language as magic. Tevet, as a translator, triesel@ase the hidden meaning. The
guestion that arises about the role of the sensatiknowledge has already been asked.

"Our forefathers took their fates in their handd aame to this desert island to build
a life of freedom, equality and happiness", writesv Levitas (Halevy) in the opening of
Pitcairn (1977:7). In the conclusion, he writes: "The dsela remains, rippling at the foot
of the cliffs. And the sky remains, like a domerkdand dim, with clouds hiding its stars.
And between them, there floats a border, the cbhiights of the boat. Tomorrow the
tourists will come ashore on the island. They'lyband photograph, and walk in the
footsteps of the founding fathers. They'll eat #mely'll drink and they'll kiss and they'll
go back to their boat" (1977:188). Between the opeand the conclusion d?itcairn
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there stretches an analogy to Tevet's sculptunatdsewrites about the descendants of the
mutineers of theBounty and about the failure of the egalitarian socidtgyt tried to
create’ His esoteric book is a text about a text, an alggabout the breaking and
corrupting of the collective dream: modernism efiated or rejected the existence of the
subject.

| find parallels between the beginnings of modemighe oblivion and the dream
(for example, the metaphysics of Constructivismy the beginnings of Eretz-Israel. ! am
speaking of Eretz-Israel as a laboratory for testine ideology of the 20th century.
Tevet's sculpture is a test-group in this experimére emblem of modernism versus the
emblem of the place. The reversed, erased, anihtadkscription "ACIFIC OCEAN"
that appears on a yellow tableSound for a Silent Movileints at this problematics, in the
way it is pronounced too (compare the attracti@nrtiodernist artists early in this century
had to the cultures of the East). This is the ntesapf the conductor, which is so
important when pointing to the place. to histos/Tevet's sculpture the sublime object of
ideology (whether he speaks about the historytobrawhether the object is an expression
of his private story)? One can also speak aboutxgmession of the collective story of
Israeli art.

Tevet is a sculptor of "Yes - and yes". The sculpNO (reversed "NO", 1986),
which negates the negation, declares this explicithe template cut like a mirror image
of the word "NO" is sawn into the top of a paintathle that has been shifted from its
place. A wheel tramples this templateéPainting LessorNo. 4. The wheel resuscitates by
negating the negation. This concept too has becarb& worn. Have we received a
postcard in Cyrillic letters? Are we to read, indRian, the sound of the moan, "oy", or do
we have before us a word in another language jshatly written in Cyrillic characters -
"I", in Spanish: "yo"? Tevet makes few declaratiofbe objects, like "Yes" and "No",
are complete sentences constructed from a singtd. iRzecisely for this reason a great
depth is created - in the slowness in which thdadatons are grasped, in the discussion
on art and culture.

The formulation of a negative dialectic comes aydiast tradition. A dialectic tries
to create a positive value by means of a thouglthaeism of negation. The debate
between idealism and materialism always returngl¢alism. One may say: much has

changed - but everything's the same. The fashierattitude in the West says yes to the
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Marxist ideology. The cynical use that artists anidics make of this ideology does not
exist in Tevet's sculpture. He does indeed offeliadectical model - but his is a more
complex stance that relates to dialectic as a wayhinking only. The appropriate
metaphor is borrowed from the relation betweenbiind and the leaf. As much as we may
fill such a dialectical model with meanings, no neuth will be revealed. Such a model
will always create a distance from the subject. V8th Tevet: a negative dialectic
recognizes a dialectic of disturbance. blocking aadnage. In a world of rhythmic
recurrences of human expressions, an obstacle isrtly thing that can be formed as an
exhibit. The rhythmic recurrence of history is tked by Tevet's barricades. The subject
is born from denials, slight inhibitions, limitatis that unite into an identity. Tevet's
sculpture performs various disturbances (the daksturbance is to the sense of sight).
Another possible interpretation, on a simple regdinill be a defense mechanism. an
abstraction of the concept "struggle” or, a questthie challenge of freedom. This is
perhaps the militant aspect of his work.

A number of further remarks: a holistic readingaisiecessary condition for the
validity of the meanings. One may understand Tev&tulptures as a story about the
fiction of modernism: the cube becomes a threatgesymbol of bureaucracy - until the
Constructivists end up as furniture designers. drious sculptures of Tevet's the cube
serves as an ammunition cupboard, a hiding-placenvmden pistols. In contrast, in
Jamma'inll it is buried in a crate. From this is derived #mbivalence towards the past.
the disappointment implicit in nostalgia: of thebldutz, nothing remains except a
landscape postcard, a memory of childhood and ofdnsus days, Tevet laments. The
elegy for the loss of modernism contains (of coueseiota of happiness. The whirligig is
the action of modernism. Tevet's objects cavoreifethe black monochrome sculptures
prance) more than they are supposed to. The conghlew is based on the optimistic
attitude to the past: we live forwards and look khag the past. The readiness for
happiness, even if it doesn't come, protects us fyoutality.

In a period that views beauty with suspicion. asga of the ratio's self-abnegation
in the face of seduction - the meeting with theubgaf the sculptures is not easy.
Weakness is a sign of oppression. If we examiregtestion without basing ourselves on
surrender, the archetype is love. The ability ieegin object its birthright is, according to

Tevet, in the spirit of "live and let live". As @&l result, instead of pulling everything
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into the depths of the earth, he also proposesdditlet live". Tevet perhaps does not
believe that things are getting better- but the ltheaf sights revealed in hiBainting
Lessonsstands up against the bad, the dull and the meager from this another good

rises - that of generosity and breadth of heart.
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Until the last quarter-century painting did netkeé an interest in the concept of "horizon". Leo
Steinberg identifies an important turning-point Robert Rauschenberg - from the vertical to the
modernist theories of Clement Greenberg (Steinbh®@:82-91).

In a talk that appeared Kav, Arieh Aroch speaks of his early failures at paigtfrom memory, of his
need to change the form located in the memory areaat a concrete from that gets its right tosexi
from its abstraction. Aroch defines this abstrat@é@s "objects that will be clear, and at the same t
severed from the figurative, from reality". In tagicle he replies to the question "What is a tzaR}x
"This is a tzakpar".

Itamar Levy writes about Tevet's work: "One maynpare the action of the eye looking at painting to
the structure of an abstract psychological corifliete bases his statement on Freud's articles on
sexuality: "The secret and the separation (of thilelcare the beginning of the sense of alonertess,
expulsion from the Garden of Eden, and a step tdsvamotional independence” (Levy 1982:87).

In the periodical mentioned above, Arieh Aroclissd'You can form an impression of a table and a
chair and you can paint them: the table is a tabtka chair is a chair, and they have a right sisein
reality as in the picture. But someone who is drawvipaint from and wants to paint them whatever
happens - for the sake of communication - can stifita form that's half a chair, a form that is\dn

to the table, and ends at the middle of the talihe forms are so familiar that you identify ther. |
you take the chair and the table in their simplests, you can place them together in a form that i
definitely a new form" (Fischer 1966:11).

Pitcairn is based on a book by Charles Nordhof and James&oHill. The history of the destruction
of the collective settlement founded by Beuntymutineers is described through an exchange of
letters between two twin sisters aged 100. Theychemtreled in the past over love, one became the
leader of the island and the other left, and atthe of 100 they meet again.
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