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Hava Mehutan at work, Beersheba, 1966



ININN nIn

NN 7170N

1959 ,vaw X2 ,nN2a [ninn nin
Hava Mehutan at home, Beersheba, 1959
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Sculptures in the back yard of the artist's home in Beersheba, 1968
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XY 019 QOIX, [6x54x30 ,v1ax nin , 2006 ,(INXnI 0197n) qIX1971T

Two-Faced (front and back), 2006, painted clay, 30x54x16, private collection, Israel
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1940S TO 1950S FIGURES

16x27x41 ,N711 [AX 1948 nawr neN :n7Iny

7KUY '019 QDIX

,10x38x 10,111 \y , 1950 ,nad1w N :non7
2"NIX,'019 DIX

Top: Seated Figure, 1948, basalt, 4 1x27x16,

private collection, Israel

Bottom: Reclining Nude, 1950, olive wood, 10x38x10,
private collection, USA

29

T O'Y'nnnl O’VaINn Nvw

FIGURES NI'INT

2"NIX,'019 qQDIX V7 80x40x80 01 |ax, 1945 Nnrwwn
The Chain, 1945, granite, approx. 80x40x80, private collection, USA
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1940S TO 1950S FIGURES

31

7N 1019 QDIX W7 10x10x40 17y, 1951 ,(0197n1 TXAN) NN nY'N
Pregnant Woman (front and side), 1951, olive wood, approx. 40x10x10, private collection, Israel

,35%35x100 w1950 vt ;'mn

QXN X2 ,7' (17 (7X02T 2V {3' 1077 NOITIX

[0x9 1M 7y DIX'712'7 0NN L1948 771 DN :7xnwn

Left: Mother and Child, 1948, linoleum print on paper, 9x10

Right The Sower, 1950, marble, |00x35x35,

monument in memory of Yak (Yaacov Daniel) Klein, Kibbutz Hatzor

T O'Y'nnnl O’VaINn Nvw
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1940S TO 1950S FIGURES NI'NT O'Y'nNnl 0’VAIND NIY

7KW 1019 QDIN W7 12x40%x66.8 ,nnia xy, 1952 ant ;'mn
XY 1019 QOIX V7 10x45%x60 ,nnia xy, 1952 ,n21' 1NN 7xnun

Left: Listener, 1952, Burma wood, approx. 60x45x 10, private collection, Israel 1952 ,nTava jnimnn nin
Right: Singer, 1952, Burma wood, approx. 66.8x40x |2, private collection, Israel Hava Mehutan at work, 1952
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1940S TO 1950S FIGURES

35

XU 019 QDIX V7 20x10x44 nrxy 1951 1P o'

XY 019 QDIX W7 15x35%65 1T v, 1951 019N :7xnwn

Left: Oedipus, 1951, olive wood, approx. 65x35x 15, private collection, Israel
Right: Cain, 1951, olive wood, approx. 44x|0x20, private collection, Israel

T O'Y'nnnl O’VaINn Nvw

7XIY' 01O QDIN, 1 9x27x74 NIWX XV, 1956 ,270 oy nw'K
Woman with a Dog, 1956, beechwood, 74x27x19, private collection, Israel
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1940S TO 1950S FIGURES

T O'Y'nnnl O’VaINn Nvw

NTAN NTIAVN L, 12x12%x30 10 |ax, 1954 ,neuN ninT ;'nn
7 10x35x67 annn xy, 1953 ,ani7n :7xnwn

Left: Battle Figure, 1953, mahogany wood, approx. 67x35x10 7KW 1019 QOIX ,55%30 ,0'n 'vax, 1953 231 qia
Right: Figure of a Woman, 1954, limestone, 30x12x12, work lost Negev Landscape, 1953, watercolor, 30x55, private collection, Israel

37

36



1940S TO 1950S FiGUREsS T O'Y'nnnl O’VaINn Nvw

7R 1019 QDIX V7 20x20x44 iy v, 1956 ,(ainxni 01197n) nnva 2"NIX 019 QDIN V7 20x20x44 0T\, 1955 771 0N
Young Girl (front and back), 1956, crabapple wood, approx. 40x20x20, private collection, Israel Mother and Child, 1955, olive wood, approx. 44x20x20, private collection, USA
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2"NIN,'019 QDIX W7 18x30x40 ,Tax \y , 1956 ,ANIN oV NW'N
Woman with a Mirror, 1956, walnut wood, approx. 40x30x | 8, private collection, USA

7XAW' 1019 QDIN V7 12x18%55 1wy, 1956 ,(12) nxann
Champion, 1956, beechwood, approx. 55x18x12, private
collection, Israel
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1940S TO 1950S FIGURES NI'NT O'Y'nNnl 0’VAIND NIY

3x50x80 2NN \y v'7aN 1957 wnw7 n7'on
7N 10N DIN T

Hymn to the Sun, 1957, mahogany-wood relief, N'711X /019 QDIX ,61x4.5x82 ," 20NN YV 0'72N,1957 ,|a1 KA'X
approx. 80x50x3, private collection, Israel Mother and Son, |957, mahogany-wood relief, 82x4.5x6 |, private collection, Great Britain
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1940S TO 1950S FiGUREsS T O'Y'nnnl O’VaINn Nvw

77X 1019 QOIX W7 18x18x105.8 aann v, 1958 71nn oy w'N ;'nn
7" 1019 qOIX ,20x33x 1 10.8 ,j3'0 Yy ,1958 )71 nInT :7xNWN

NTAN NTIavn ,40x40x 1 10 ww 1958 217D Left: Figure with One Hand, 1958, teak wood, | 10.8x33%20, private collection, Israel
Cage, 1958, marble, | |0x40x40, work lost Right: Man with Cat, 1958, mahogany wood, approx. 105.8x18x18, private collection, Israel
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1940S TO 1950S FIGURES NI'NT O'Y'nNnl 0’VAIND NIY

[5x40x 131 ,j3ro \v, 1958 ;71 nrinT 'nw
2"NIX 019 QDIN W7

7N 1019 QDIX )7 3x55x105.8 annn yv v'7an, 1958 ,n'n oy ninT Two Figures and Hand, 1958, teak wood,

Figure with Animal, 1958, mahogany-wood relief, approx. 105.8x55x3, private collection, Israel approx. 1 31x40x|5, private collection, USA
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1940S TO 1950S FiGUREsS T O'Y'nnnl O’VaINn Nvw

NIINX7 212X 70 |IXTIN QOIX,30x40x58 Xy, 1959 ,q1v oy nU'N 2"NIX 019 QDIX V7 12x125%40 171 \y , 1959 119X
Girl with Fowl, 1959, wood, 58x40x30, collection of Tel Aviv Museum of Art Bird, 1959, oak wood, approx. 40x125x12, private collection, USA
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1940S TO 1950S FIGURES

51

— DTN Y M2 9197 NYDAY TR N PR DTRD DX NYTY PIN IR 9
DTN YW WP Yy DTRD DY N2 Y nTavn

.1999 9799X2 9 YIND ,OWNIND XN YW ND29” 13 NDAR HXR NOVINND MNP NN -

Every artist must be familiar with the human figure, must know how to
paint and sculpt it. The human figure underlies everything - my entire
work is based on it and on my connection to people.

— Hava Mehutan, quoted in Anita Kushner, “Sculptures Depicting the Human Condition,”
Haaretz, April 9, 1999 (Hebrew).

,7x34x90 xv 0720 ,1959 n'wa ninT
7XIY' 1019 QDIX

Female Figure, 1959, wood relief, 90x34x7,
private collection, Israel

T O'Y'nnnl O’VaINn Nvw
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1960S FIGURES A

53

ND PORTRAITS

:n1bN7 N7yN7n

30x65x22 qnin L1967 ,n101w nW'N
W7 16x32x15 w1961 ,n1d1w NW'N
2"NIX 019 QDIX

1 6x85%58 ,3'0 v ,1965 ,n2101w NInT

Top to bottom:

Reclining Figure, 1967, clay, 22x65x30
Reclining Woman, 1961, marble,

approx. |5x32x16, private collection, USA
Reclining Figure, 1965, teak wood, 58x85x 16

Q'WUXI NIMNT 0'Y'Yn NY

FIGURES AND PORTRAITS D'UNII NI"INT

60x100x53 17X Yy ,0'p7n 3,1960 ,n2d1w ninT
Reclining Figure, 1960, 3 parts, oak wood, 53x100x60
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1960S FIGURES AND PORTRAITS Q'UXII NI'NT 0'Y'Yn NIY

2"NIN'019 QDIX V7 [x48x 169 TN YV 01710 ,1960 ,NWN :|'N'M
XY 1019 OIX ,6x8%24 TX XV, 1960 ,n'wa NINT :7xnwn

Left: Female Figure, 1960, walnut wood, 24x8x6, private collection, Israel
Right: Woman, 1960, walnut wood relief, approx. 169x48x1, private collection, USA
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1960S FIGURES AND PORTRAITS

57

45x30x 102 annn yy, 1962 ,(INxni 01197n) ATVIX NIRT ;NN
22x30x34 nin, 1962 ,0j32'90 NN :7XNWN

Left: Sphinx Figure, 1962, clay, 34x30x22

Right: Striding Figure (front and back), 1962, mahogany wood, 102x30x45

Q'WUXI NIMNT 0'Y'Yn NY
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1960S FIGURES AND PORTRAITS Q'UXII NI'NT 0'Y'Yn NIY

7XY' 1009 QDIX ,25x40x45 0109 73'X XV ,1963 RNV [1'T :|'N'N
7XW' 1019 qDIX ,35x20x28 TN YV, 1963 wNA 7xnun

7X 1019 QDIX 25x40x60 DIDO7IN YV 1963 WK1 Left: Portrait, 1963, walnut wood, 28x20x35, private collection, Israel
Portrait, 1963, eucalyptus tree, 60x40x25, private collection, Israel Right: Self Portrait, 1963, eucalyptus tree, 45x40x25, private collection, Israel
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V7 30x 1 10x75 17X XV, 1962 ,ArinT ¥aIx :nd17nn :n7yn7
w7 301 10x55 ,79"n v ,1962 ,ArinT yaIx :1217nn :non7
DTN NTIAVN V7 23x75x81 '1nnn yv L, 1962 . ArnT ww 21700 :'n'n

Top: Procession: Four Figures, 1962, oak wood, approx. 75x 1 10x30
Bottom: Procession: Four Figures, 1962, maple wood, approx. 55x| 10x30
Right: Procession: Six Figures, 1962, mahogany wood, approx. 8 | x75x23; work lost
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1960S PROCESSIONS NN o'vwvwn N1v

PRI NPNRY PWNIRD G0N YWD P2 1900 2192 Mt PR Y093 mINy 1mnn mn
1NN JPTINPNINPRRY DX INF DY TIR D7WNN TNXR GRY 9210, 7PDMX ILINn
DY = HOIND MAPY D13 12W D) N2 212 — DM YY *912 132399 1)

VR 12 NPTNR PPV INYLPY DTN DWITH PN, NPDIRNSA D?INN) DWLP
QOINN YINM WNN P2 DIXY NI YND 10 TINY STPLINNSN NPDANN 2IWRI MO
XY NINT 921 = SN PN DY YN NN PP YN MYRINNN PHOWI MR
LDV NN YYD YW NIRDAI IIND 1NN MmN YW NP L T D) NI 9N
WPYY 1297 YW AT PN DN INNXY DA ;IWTN MYNRWN DIRND 27070
JO0IN) NN IMNTY

,(1965 , MMM PPN TIWVN :DHWYP) 1IN NYLP MR IND IPPNRWN NYINAN JIRILD 1IN )0PTID 1PN —

Sy ‘on NY

Hava Mehutan’s sculptures present an unusual identification, stemming
from a sense of organic life, between wood and the human body. Yet

e
i =
-
e, |
—
g

neither loses its unique identity. Mehutan presents felled tree trunks,

A I-I:]”L

usually showing visible signs of rough chiseling. Cut off abruptly, the

e

stump is imbued with a primal force. The sudden interruption creates
great tension between the piece and the space around it. This powerful
yet reserved form results in great intensity, which radiates throughout
the space. ... Mehutan’s work conveys a wonderful sense of the live,
breathing tree, which is suddenly given new meaning. For from these
wooden stumps, bodies are growing right in front of us, turning into
live, monumental figures.

— Mira Friedman, The Israeli Pavilion, Eighth Bienal de Sao Paulo, exh. cat. (Jerusalem:
Israeli Ministry of Education and Culture, 1965), n.p. (Hebrew and Portuguese).

1'12170 ,NP'I N1 NX'2100173,07000 2,017 200x200x200 ,|I7x xy , 1962 ,no17nn
Procession, 1962, oak wood, approx. 200x200x200, Sculpture Garden, Kostanjevica na Krki, Slovenia
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1960S OFfFERINGS

65

V7 40x65% | 15 ,[17x Yy , 1965 ,nnan :'nm
17 30x120x40 ,nnpw xv , 1964 ;nnan :7xnwn

Left: Offering, 1964, sycamore wood, approx. 40x120x30
Right: Offering, 1965, oak wood, approx. | | 5x65x40

nnm o'vw'vn Nv

OFFERINGS NININ
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1960S OFfFERINGS

67

,MNNN — DM 0D 719N NYNON NP NN MYNRN “ININ“Y JMmnNn mn My
,T29 DR DN O [L..] N3P0 MADDND ,NWTRN TV M DR ,NMen
DN PMINIYININD 1YY 172NY 1) DTRY 12 99 .DiPNnY D22 10 NLIRD
LDRM NLPRD YW NNNIN IIYRID BRI RN DR NI0N 1 MNN MN SY nnnm
NN PN [L] 0PN DYpn 90 Mnhinn ,02nm D700, NANRD DN OO

MY 1920 MO LR W M) NNXIYY M3 0N N INNRXIY JPWI 1910 N7
1197 DYINHI AMPIINN 07NN NIMI INTRN HW NPYIRDIN 12 ¥ N3P0

2 NIRM NPOLN

.20y ,(1968 ,NP>NYn 1Y 117193 :22AR HN) NIYN NYLP NI XHDA 4MNY NN AT NP0 —

For Hava Mehutan the concept of “offering” has the widest of
meanings, ranging in nuance from gift, boon, present, and donation

to consecration, dedication, and sacrifice. ... This is the giving

of mother to child, woman to man, son to parents, of a man to his
friend, people, country, and God. ... Her work thus communicates the
Weltanschauung of the female, and its power and force directly express
the power of women’s emotional capacity in suffering and courageous
sacrifice. Mehutan’s sculpture is of the earth, of its substance and life-
giving fertility.

— Mira Friedman, Hava Mehutan: Offerings, exh. cat. (Tel Aviv: Old Jaffa Gallery, 1968), p. 2.

ninin o'v'yn Ny

3x140x64 annn xy 0'7an ,1962 ,nnan
Offering, 1962, mahogany-wood relief, 64x140x3
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OFFERINGS

nnm o'vw'vn Nv

29x59%x28 17X\ ,1966 ,nnan :'n'n
2"NIX,'019 QDIN,32x32%x8 1 [I7X YV, 1966 ,nnan :7xnun

Left: Offering, 1966, oak wood, 81x32x32, private collection, USA
Right: Offering, 1966, oak wood, approx. 28x59x29
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1960S OFfFERINGS ninin o'vw'yn Niv

7 30x80x60 ,7'2'1"7191 DI0O'7[3'X XV, 1968 ,nnan :'’n'n
51x30x1 15 ,0109'73'X1 17X XV , 1967 ,anan :7xnwn

Left: Offering, 1967, oak and eucalyptus wood, approx. | |5x30x5 |
Right: Offering, 1968, eucalyptus wood and Polyvinyl, approx. 60x80x30

71 70



73

1960S OFfFERINGS

,8x1,000x600 ,7'o Yy 0720, 1973 20T 1P

VAW XA MY 2

Decorative mural, 1973, teak-wood relief, 600x |,000x8,
Beersheba municipality building

i |'l.
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ninan

o'Yv'yn Nvw
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1970S SiGNALS

75

7KW 1019 QOIN, [6x27x 16 w1971 1arn :n7un7
NINX7 NO'N IXTIN QOIX ,58x48x40 W'y 037N 2 ,1977 ,AIN7aNN :NonN7

Top: Embrace, 1971, marble, |6x27x16, private collection, Israel
Bottom: Manifestation, 1977, 2 parts, marble, 40x48x58, collection of Haifa Museum of Art

NINIX 0'Vavn NNY

SIGNALS NININ

2"MIX 019 QDIXN,33x30x65 ,NT791 WY 1976 NIN :'n'n
2"MIX 019 QDIX ,40x45x 1 60 ,nT701 WY, 1976 AIN :7XNWN

Left: Signal, 1976, marble and steel, | 60x45x40, private collection, USA
Right: Signal, 1976, marble and steel, 65x30x33, private collection, USA
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1970S SiGNALS

77

1972 ATy |nr
Sketchbook, 1972

NINIX 0'Vavn NnY

NONNY DY . IMWNIND YW 17D NNNN PYNN XN ,XA0 TRYY D X MmN
PR NPT NNAY XOW 512 XN PR ,N92INNN PINND PORNN 12w “Mmx“a 1mann
MINWN YW 2801 RN ,AORD D097 [.] 1y 709 mismn 5°9oan niywinn
N7 [..] I7war SwomprN 2071 19 Yy 05910 D°DI9NA DIPNAN , NTANN

DY YN PN DIAN L1973-D 1967 P2 INNONN “MIMK” NYTONY NIPNRn 7 DR IN»D
M2)Y NN NPARNN IMNYWINN AN 1IN X2 MN YR XIND P00 0y S
INANY XN PAD YW WIND .IMPIN DN NNNN INNDNY DPIPHRRD DRI DN
TPRDYN TMPNN DN :DIMDN DITYN DX ,NNK 19°932 “MMN“ 7w MmN DX
PR NINDIN WAIN NTIN NN XD TN

.10 Y (1978 , TMNNDD N2PN AR Y1) IMNN NN PN, DTN 12970 92 HIR NVIND 10w NRaY -

A signal signifies something imminent ... It is the genesis of an incident.
The viewer is shown the “signal” and must expand imaginatively

upon its sculptural hypothesis through sheer visual interaction. As

the eye scans the composition, it is denied total satisfaction within

the sculpture’s physical boundaries but is given the option to continue
its journey in innumerable directions. ... It is not by coincidence that
Mehutan’s “Signals” evolved between 1967 and 1973. ... It was a period
of relative calm in Israel, yet Mehutan doubted the outer appearances
and searched for the true currents underlying the placid atmosphere.
Because of this perplexity, “Signals” represent a flourishing optimism
while simultaneously telegraphing hidden anxieties.

— Levia Stern, quoted in Gil Goldfine, “Foreword,” in Hava Mehutan (Tel Aviv: Hakibbutz
Hameuchad, 1978), p. 10.
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1970S SiGNALS
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NINIX 0'Vavn NNY

N2IN'T IV 1PNR7 NP2 ,NMNNNT 0N 7Y 0'0INTX 217'w2 ,AXIN 70910 ;1 NIX,'019 QDIX 17 20x40x20 ,nooina,71n, 1970 ,Am7ann ;mn
26x26x45 71121 Wy 1975 AIN 7XNYn

Left: Signal, 1975, marble and iron, 45x26x26
Right: Manifestation, 1970, steel model, approx. 20x40x20, private collection, USA.The sculpture, combined with water and plant elements, is

installed at the Negev Nuclear Research Center, Dimona
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1970S SiGNALS

8l

NTAX NT1I2YN ,25%x4 180 ,0j390191 TAX YV, 1970 ,NIX
Signal, 1970, walnut wood and Perspex, 80x4 Ix25, work lost

,0jJ90191 DIVO'7F'N YV , 1968 NIN :n7yn7
XY M09 qOIN ,35x62x53

20x31x32 ,0j390101 TAX XV, 1975 ,AIN :non7
7XIY' 1019 QDIX

Top: Signal, 1968, eucalyptus wood and Perspex,
53x62x35, private collection, Israel
Bottom: Signal, 1975, walnut wood and Perspex,
32x31x20, private collection, Israel

NINIX 0'VaYn NNV
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1970S SiGNALS NINIX O0'Vavn N1v

XY 019 QDI ,23x33%63 ,j3'0 YV 072N, 1974 nIN :'nn
X 70T NN7a, 1977 " ninixi 0ro11” N2INYAN2A NAXD XN :7XNWN

Left: Installation view from the exhibition “Landscapes and Signals,’
1977, Gordon Gallery, Tel Aviv
Right: Signal, 1974, teak-wood relief, 63x33x23, private collection, Israel
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1970S LANDSCAPES

85

7 80x100x 15 ,3'0 \v , 1974 q11 :'n'n
17 15x50%x105 ,j3'0 \v 072N, 1975 ,q1a :7xnwn

Left: Landscape, 1975, teak-wood relief, approx. 105x50x 15
Right: Landscape, 1974, teak wood, approx. | 5x100x80

0'o9N Oo'vavn Ny

LANDSCAPES 0O'91)

JPTIARD NNSN Mynwnn m°Nan 2Yan 019N DX 27707 IWORY Pan nYnnn
NPNYN 927 YW Himoa [L.] V19 95 NWITH XYY N33 YOLNDN MNY2AY DI’ DN PRI
IWARY MOWANIN TIIMPTN DR 7PNHOMPN YW IPDONYON iPIMRD WITH DN
. any

.10 9y ,(1978 TMRNDN PN, AR HN) 1m0 MmN PN “INTPN” 129790 923 DR NOLINKD YN N -

I began to realize that detail can be sacrificed without diminishing
the meaning of the art form. Conditions of life can be aesthetically
generated and understood without dotting i’s or crossing t’s. ... |
eventually stopped producing figurative compositions and sought to
amplify their abstract refinements.

— Hava Mehutan, quoted in Gil Goldfine, “Foreword,” in Hava Mehutan (Tel Aviv: Hakibbutz
Hameuchad, 1978), p. 8.
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1970S LANDSCAPES

87

MNPNY, PRy 91207 139y NPRD DR 20 7D I0PY TIY NN NNIRD PR DY
JPIMPN 1202 DN M NPANYY IMNDY MNSN DX LYY, MTIDN NN

.80y ,(1978 TMNDA NP 2PAN 9N) IMNN M0 PRI “INTRN” 129790 922 SR NOOIND Jmnn MmN —

What is apparent is never the truth. In order to discover the truth we
must delve into its innards, explore foundations, simplify formations
and breathe new life into the complexities of its origin.

— Hava Mehutan, quoted in Gil Goldfine, “Foreword,” in Hava Mehutan (Tel Aviv: Hakibbutz
Hameuchad, 1978), p. 5.

17 20x30x8 ,3'0 \v ,1974 ,q131 :n7vn7
7KW 1019 QOIX ,20x30x20 \ww 1974 q11 :1>1n2
7XY 1019 QOIX ,30x30x20 w1974 q11 :non7

66x51 ,nronn'7 ,1977 .q1 :7xnun

Top: Landscape, 1974, teak wood, approx. 8x30x20
Center: Landscape, 1974, marble, 20x30x20,
private collection, Israel

Bottom: Landscape, 1974, marble, 20x30x30,
private collection, Israel

Left: Landscape, 1977, lithograph, 51x66

0’'vavn Nniv
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1970S LANDSCAPES

89

2"NIK 010 QOIX, | IX72x 16 w1978 q1a :n7yn7 'nn

2"NIK 010 QOIX, | 1x54%21 'onmon 1, 1977 911 :non7 nn
66x51 ,nronint7 1977 911 :7xnun

Left: Landscape, 1977, lithograph, 5 x66

Top right: Landscape, 1978, marble, | 6x72x1 |, private collection, USA
Bottom right: Landscape, | 977, metamorphosed limestone, 2 Ix54x1 |, private collection, USA

0'on

0’'vavn Nniv
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66x51 ,nronn'7 ,1977 qn
Landscape, 1977, lithograph, 5x66

2"NIN 019 QDIX ,34%x27x36 ,3'0 XV, 1976 912
Landscape, 1976, teak wood, 36x27x34, private collection, USA
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1980S LACKAWANNA

93

7XNY7 'nm

2"NIN,0"019 D'ODIX TNX 70 17 19x79%18 xv ,0'p7n 5,1979 1aKp nin'o
2"MIX'019 QODIN, 10x 132116 Xy 072N ,1979 4 1IKp nI'o

2"NIN,'0N9 QODIX, 1 0x68.5x68.5 Yy 0'7aN , 1979 ,1 1IKp nin'o

Left to right:

Canoes |, 1979, wood relief, 68.5x68.5x 10, private collection, USA

Canoes IV, 1979, wood relief, | 16x132x10, private collection, USA

Canoes, 1979, 5 parts, wood, approx. | 8x79x19 each, private collections, USA

NINIIPX7 0 INYN NNV

LACKAWANNA NINIIINT
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1980S LACKAWANNA
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NINIIPX7 0 INYN NNV

JOPION 7' 0V 122X ,0'P7n 6,1979 ,(N125W) 1011P07 AliNn
1"NX 0”019 O'ODIN ,NIINWN NITN

Homage to Scranton, 1979, 6 parts, limestone with Epoxy filling,
dimensions variable, private collections, USA
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1980S L ACKAWANNA NINIIPX7 0 INYN NNV

1'117'019 ,1120N172 NO'O1AIX QOIX ,26x35%29 ,MoIvl N71 A, 1979 2 arty ;'n'n
21x23 0T vy 1L, 1981 1INP A :N7uNn7 7xnen
NTAN NTIAVN ,50x93x26 ,moivl N711 |ax, 1979 1 ATy :non7 7xnun

Top left: Canoes, 1981, hand-made paper, 23x2 |
Bottom left: Testimony |, 1979, basalt and lead, 26x93x50, work lost
Right: Testimony Il, 1979, basalt and lead, 29x35x26, collection of Bloomsburg State University, Pennsylvania
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L ACKAWANNA

DD VRO NN PPV DN IPYY PRI DY NNN DN 9PN
JOINPO PYMN MINNPRY PRy S ,Dipnn YW m0Rvpn 7°Yan MM IR 7NN
NN .20 NINN N PYY NN - 7°7272 NAMD IPIARIY NI - NP0 N IDIYD
.DNY NP N D)

Sy ‘ONn KXY (1980 ,NWTN MIIND 19N PRIIN :N9°N) NIIYN NV ,MINNPNRY TN INAI) —

The surprising combinations of material — sometimes strange to the
viewer’s eye — express and faithfully render the problem of existence
itself in that place, the Lackawanna Valley and the city of Scranton.
This exhibition is, as the artist writes in her statement, an homage to
this town and to the distress of its people, and also a salute.

— Gabriel Tadmor, Lackawanna, exh. cat. (Haifa: Museum of Modern Art, 1980), n.p.

NINIIPX7 0 INYN NNV

7XNY7 '

2"NIX,'019 QDIX,40x43x53 ,[3'0079 NNII'YI T0OX'719 ,0'1 |Ax, 1980 ,2 NINIPNT
2"NIX 019 QDIX,34x62x38 ,[3'00791 M0OX'719 ,N712 |aX, 1979 ,1 NINIPNT

2"MIX 019 QDIXN, 100x64x42 ,j3'0079 NI N712 |AxX, 1980 ,3 NINIPNT7

Left to right:

Lackawanna lll, 1980, basalt and plastic tubes, 42x64x 100, private collection, USA
Lackawanna I, 1979, basalt, polyester; and plastic, 38x62x34, private collection, USA
Lackawanna Il, 1980, granite, polyester; and plastic tubes, 53x43x40, private collection, USA
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21x22 T iwy 11,1982 ,an9 NiNdi ;mm
46x60 N1 1wy 11,1981 ,an9 niNdia 7xnwn

Left: Coal Presence, 1981, hand-made paper; 60x46

2"NIX 019 QDIX ,49%x62x54 ,DITX 'OpIoX DY N71a |aX, 1980 ,ano nindi
Right: Coal Presence, |982, hand-made paper, 22x2 |

Coal Presence, 1980, basalt and red Epoxy, 54x62x49, private collection, USA
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1980S LACKAWANNA

103

NON NN 12 YR RPNT IRD TYNT NIXR 1PN TN IR PO 7NN 1979VN0
YN 12,7 DT ANT MR DY ONINDIN NI DY WAWNIY JUINN PN PIIN
ORI Y9I YNAN DI DTR

Sy On XY ,(1980 ,NWTN MINIKY NN NRMIN :19°N) NIYN NHOP ,MIRNPRY TN IR —

The exhibition forms an artistic attempt, unique for us, to document not-
so-much an ephemeral incident but a long-drawn geophysical process in
a wide area, involving man as both offender and victim.

— Gabriel Tadmor, Lackawanna, exh. cat. (Haifa: Museum of Modern Art, 1980), n.p.

|

NINIIPX7 0 INYN NNV

L1981 NN NIINX7 NO'N IXTINA "NINIPXT ARy NDNYNN NN'N9L AT [2,[NYW'O TWXI [NINN NIN :'n'n
2"NIN,'019 QDIX ,84%x94x36 ,'0079 NNII'XI NNoIV ,N711, 1980, 4 NINIPNT 709N X7

1980 ,4 NINIPNT7 7097 NY'PO ,NTIAY NI' :7XNWN

Left: Sketchbook study for the sculpture Lackawanna IV, 1980

Right: Hava Mehutan and her husband, Asher Fischman, at the opening of the exhibition

“Lackawanna Valley," Museum of Modern Art, Haifa, 1981, by the sculpture Lackawanna IV, 1980,
basalt, lead, and plastic tubes, 36x94x84, private collection, USA
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NINIIPX7 0 INYN NNV

1980S Parer WORKS

PAPER WORKS 11 NITIAV

21x23 .01 iwy 11,1981 pay :n7yn7 'nm
21x23 N1 vy 1L, 1981 pay :non7 'nm
20x30 M 0'7an, 1981 ,2 17 pny (7xnwn

Left: Paper Valley Il, 1981, paper relief, 30x20
Top right: Valley, 1981, hand-made paper, 23x2 |
Bottom right: Valley, 1981, hand-made paper, 23x2 |

40x60x35 N7 jax ,0'p7n 2,1981 pny
Valley, 1981, 2 parts, basalt, 35x60x40
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1980S Parer WORKS 1) NITIAY 01AINYN N1Y

V7 80x500x 120 N1 iwy 1M1y, 1983 .5 n'7an ;nm

200x200x120 N1 nwy i xy ,0'p7n 15,1983 11179 :n7yn7 7xnwn

(17 120x320x40 N1 1YY NINID 1M ,0'E7N 64) 271 1N 2AX'NN TX7 [NINA NN :10N7 7XNWN
1983 07w’ NOX'N2 "1 1N NNDNYN NNN9A

Top left: Phalanx, 1983, |5 parts, wood and hand-made paper, 120x200x200

Bottom left: Hava Mehutan by the installation Paper River (64 parts, hand-made cotton paper,
approx. 40x320x120) at the opening of her exhibition “Paper River;” The Jerusalem Theater, 1983
Right: ManilaV, 1983, wood and hand-made paper; approx. 120x500x80
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1980S SiTUATION axn 0NN Nilvw

SITUATION 2XN

N2XN XN Y7 20020030 /XN VIMA 7y 71N 'PYI Y L1984 nTw :'nn
1984 ,y2W X2 2322|1712 NV'D121IXA N2 ONAX W'Y NIINXT7 1712
2"MIX 019 QDIX V7 40x60x45 ,0211 N'712,1984 ,2Xn :n7yn7 7XnNwn

17 100x200x 120,12 79 \VI 11,1985 2 |n71w :n0N7 7xnwn

Top left: Situation, 1984, basalt and plaster; approx. 45x60x40, private collection, USA

Bottom left: Table Il, 1985, paper and wood on canvas, approx. 120x200x 100

Right: Field, 1984, wood and sand-filled bags on khaki tarpaulin, approx. 30x200x200, installation view
at Avraham Baron University Gallery, Ben Gurion University of the Negev, Beersheba, 1984

109 108



1980S SiTUATION

12ANR IR YINIY DWIND NYIT 1IN IR WAWNT NN Dy »8D I any )% wn
MmN Yy YN ,NMRNA,N2202 D°VI9N YOY 25 NNYW AN 120 .IWNIN 1YY yNad
J1I TPWI NYawng Iy DY

.20 1y ,1989 Y113 17 710wnn Yy 01 ,DMN PN TN S 12807 MIND DPN IR NOVIND JMPN MN -

More and more, I wish to exhibit in order to make a difference. I would
like to touch people. To touch, perhaps even upset them, to make them
feel. This is why I pay attention to every detail, such as lighting or
space, so that they may evoke the strongest emotional response.

— Hava Mehutan, quoted in Haim Maor, “Hava’s Condition,” 4/ HaMishmar, Hotam supplement,
March 17, 1989, p. 20 (Hebrew).

axn 0INYn NY

NTIX NTIAVN ;1989 ,n'7xan (IXTing,"89 axn” NDINVNA NAXN XN V7 120x600x60 7121 Yy, 1989 1w
Bridge, 1989, wood and iron, approx. 60x600x | 20, installation view from the exhibition ““Situation 89,
Herzliya Museum, 1989; work lost
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1980S SiTUATION

13

axn 0INYn NY

17 200x200x80 11 7y 0no XV, 1987 ,n2'o nTiIay — 3 axn :N7yn7 'n'n

17 100x220x80 11 7y ono xv,1987 ,n1'o nTiay — | axn :non7 'n'n

7 80x150x180 21 7y ono xv,1987 ,n1'0 NnTIay — 2 axn :7XNwn

1987 ,0'7911" ,0'INXN NIXATO ,"87 2XN” NDINYNA NAXN NIXIN

Left: Situation Il — Corner Work, 1987, wood, coal on paper, approx. | 80x150x80

Top right: Situation |l — Corner Work, 1987, wood, coal on paper, approx. 80x200x200
Bottom right: Situation | — Corner Work, 1987, wood, coal on paper, approx. 80x220x |00
Installation views from the exhibition “Situation 87, Artists’ Studios, Jerusalem, 1987
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1980S SiTUATION

axn 0INYn NY

15

9 7¢ MO INN 7 X" 28x16 XV 7V 3'7px, 1983 ,axn n7vn7

137 200x600x90 ,npaI7xI NIM7N 0'71n N2 N1om 8 ,xy, 1987 ,87 axn :7xnwn non7i 151N

NTAX NTIaYN ;1987 07wt ,0'nxn NIXATO L"87 2XN” NdINVNA NANN NIXIN

17 50x40x80 ,j3'0 YV ,0'72Nn ,1987 1197 :'n'n non7

Top: Situation, 1983, acrylic on wood, 16x28 each, 7 from a series of 9

Center and bottom left: Situation 87, 1987, wood, eight rusty hospital beds and gurney, approx. 90x600x200,
installation views from the exhibition “Situation 87, Artists’ Studios, Jerusalem, 1987; work lost

Bottom right: Torch, 1987, teak-wood relief, approx.. 80x40x50
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1989 ,n'7xan XTI ,"89 axn" NdINYN2 NAXN XN 7 30x50x 180,001 niwianni 712 ,xy ,0'p7n 13,1989 .01y
Witnesses, 1989, |3 parts, wood, iron, and plaster bandages, approx. |80x50x30, installation view from the exhibition “Situation
89," Herzliya Museum, 1989

aXN

DONINN IRYY NON? IR DT, 1IN MDY IMNRTH IR DRPR DY
TPNNN 7191 °NY2 PON XN N IPTTN 0N NPTTH YW Mern Yy DM TRy
IN W9I9D NN YWD NIX AP N INRI L1992 MN DY IPIINIRD NNPY
SNV IONNA N9NPND MDD DY DWW [L..] IR0 2079 DIPNRY ITINN N8N
VNV RO NP ,NDNPNR0 TN N PYY THY DWNINND N11nI72 NYONoN

FINNY YA IR PRD p2W INT) 797N N0, MTIAY NN M0 PRI ATPRrP TR powopra orn —
370y ,(1989 ,10oxW?

These silent witnesses, these black and white figures, determine the
way we relate to all the other exhibits as based on a reciprocal gaze.
This reciprocity is an inherent part of Mehutan’s entire oeuvre, for
she characterizes the viewer as an intruder or voyeur who invades an
extremely private place. ... The row of witnesses, like the chorus in
Greek drama, observe the drama that unfolds before them; but unlike

the chorus, their voices are not heard.

— Haim Finkelstein, “Existential Art,” in Hava Mehutan: Works, exh. cat. (Beersheba: Beersheba

Museum of Israeli Art, 1989), p. 3 (Hebrew).

0JiINnYn Nv
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051 DX ,N2NNN Y DNXRD TOIN IR, DPNDN DX DO DTN NANN NN DRIV
= 120 TNy IR WHY DPYYIN MK N2 MONY D23 190y NN NN NI 7NN
S0P N PIND M IYPN IRIND NN 0P

370y ,(1989 719NN RN :7PHNIN) NMIYN NILP 88 AN IMNKY MN L7 PIMYY IXR NOLIND JMNND NN -

Looking at the enshrouded body, the finality of it sinks in, our helplessness
in the face of it, the shock of death. The body lies there, wrapped, its legs
limp. The very legs that had once carried the entire edifice have collapsed.
This terrible view made me return to figurative art.

— Hava Mehutan, quoted in Shlomit Height, Hava Mehutan: Situation 88, exh. cat. (Herzliya:
Herzliya Museum, 1989), p. 3 (Hebrew).

07U 7K' [IXTIN QOIX V7 40x 1 20x120 ,7ma1 moiy 1M v, 1986 |3 'nn
D'7UN' 7KW [IXTIN QDIX V7 80x40x 1 50 ,nonni viax xy v'7an 1987 ,(qnT) 7N :7xnwn

Left: Ram (Force), 1987, painted wood and metal relief, approx. | 50x40x80, collection of the Israel Museum, Jerusalem
Right: Nest, 1986, wood, paper, lead, and iron, 120x120x40, collection of the Israel Museum, Jerusalem
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7I¥2 DITION Y772 MNANN MM DPWN IR B2 710 Y7 1 YIRD DY TR
IR 9 T NINT PO PR 2 RN

VAW INRI) 1IN NOLP MYTN MTIAY — IMNN NN ,NNIYP MR ,PPOWHPP DN HIR NOLINA MDD NN -
Sy ‘On KHY (1984 ,2332 P12 NODIDNN

Everyone who lives in this country will know what we have here. The
rows of holes in the ground and the sandbags are arranged so as to
suggest that there is no end to the holes to be dug.

— Hava Mehutan, quoted in Haim Finkelstein, “Existential Art,” Hava Mehutan: New Works, exh
cat. (Beersheba: Ben-Gurion University of the Negev, 1984), n.p.

NIrN2'a0 NITAay 01 Invn N1y

ENVIRONMENTAL WORKS NI'N2’'20 NITIAY

V7 700x1,200x40 19y 'X7n NOI' Wl NnTXA NNIA 47,1984 0170 10 7V NT71I2v2 [NINN AN
V20N 12XN7 AWIN Q130 VXN 0102 584 0170 10" N'N2'0N NIINXA |1'T19N'02

Hava Mehutan at work on Mount Sodom, 1984, 47 pits in the earth and earth-filled burlap sacks,
approx. 40x1,200x700, installation view at the environmental art event Mount Sodom 84;

when the event was over; the landscape was returned to its original condition
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"84 0170 10" ,N'N2'A0N NINXN [1MION'01 V7 700x1,200x40 1oy 'X7n nor 'pwl nnTxa nnia 47,1984 ,a1mo 1n
Mount Sodom, 1984, 47 pits in the earth and earth-filled burlap sacks, approx. 40x1,200x700, installation view from the

environmental art event Mount Sodom 84
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ninxn jrmon'oa 1v7 1000x1000x40 a1 'w70 ,1986 ,(¥1Ny) owa 1'avn :|'nm
“IINN wNdN NoY 7y 710'9" N'N2'110N

D'TAXIN N'OI 102 NYA 712 NNIYaxXen, 1987 ,(Yini 0'19) 1ayn :7xnwn
N'N21200 NINXD VKA, 1,200x500x900 ,0'o1w1 NNTX OV 12 V707

“nnT-na ninx waon — 87 'n 70"

Left: Passage (exterior and interior), 1987, iron pipes, concrete net, and plaster
fastened to limestone with earth and ferns, 900x500x 1,200, installation view

at the environmental art event Tel Hai 87: Contemporary Art Meeting

Right: Rain Trough, limestone, approx. 40x1000x 1,000, at the environmental art event
Sculpture on the Edge of the Ramon Crater; 1986

nrNnaao NImay 0 mnvn Ninv

77I¥2 DN V>N DRIV IR VAN - W7 JYLN NYL ,DINAR 1N YD DIV Jwna
NINAN NTIAYA DWIN 2N NP DY D270 DAY H0a NnY TN 1209
ITIAYN IR INND 10 DY Divab X ,pnInn vany 7 XY .1°PN2A0 MINKRD

.(1987 N 51N Y51 2N HN) NMIYN NHLP ,87°N YN YMNN N -

The desire to involve people in my work has been the major motivation
leading me to environmental projects. ... Only work in public spaces
where there can be interaction between the art work and the viewer over a
period of time can be ultimately satisfying to both artist and public.

— Hava Mehutan, 7el Hai 87: Contemporary Art Meeting, exh. cat. (Tel Hai: Tel Hai College, 1987)
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7XNY7 'nm

42x28x79 ,v1IAX \VI N11N2,1994 Tiny 7y nw'N
5Ix62x150 ,711a1 nrana, 1993 ,@'7a72 7y ninT
50x72x83 71121 nrana, 1993 .navwa nint

Left to right:

Leaning Figure, 1993, bronze and iron, 83x72x50

Figure on Wagon, 1993, bronze and iron, 150x62x51

Woman on a Column, 1994, bronze and painted wood, 79x28x42

N121N2 :0TXN 7Y 12XN 0'YYUANN NNY

NT7T1INA :0TNN 7¥W 1AXN

THE HumAN CoONDITION!

BRONZE
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7 220x150x40 ;12,021 niwiann, 1992 2 axinn o'x1io W7 60x180x180 ,nonni om niwiann, 1991, 1 axinn o'x119
Breaking Out Il, 1992, plaster bandages and fabric, approx. 40x150x220 Breaking Out |, 1991, plaster bandages and metal, approx. [80xI80x60
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[00x100x100 xvi ©21 ,noI', 1993 ,n2s11 AINT ;'"N'N
60x60x170 ,n7av1 02 NIWIANN,1993 ;2'1IXN AN :7XNWN

Left: Woman on Wagon, 1993, plaster bandages and trolley, 170x60x60
Right: Headless Rider, 1993, burlap, plaster, and wood, 100x100x|00

NN :07TXN 7W 12N O'YUNn NNy

AN T PININ NP PILNAD) D) NN MNIN DI MNIAON T2 MDD
MT2YA NOPIWN N YN ATV 7T TN “Ti>7” Py 108y 9 IINNRY
TNRIPR MM DN 09 N2Ym

170y ,(1996 ,MWTNN DINRRM 17IP 17992 Ao 1IP) NN NY0P MmN = JMNK MN )N 12 Ny -

The pieces of fabric dipped in plaster are laid more crudely and
spontaneously, allowing the artist herself to move around while working
in a kind of “dance.” This movement is reflected in the pieces, endowing
them with a sense of life and strong spirit.

— Yifat Ben Natan, Hava Mehutan: Bronze, exh. cat. (Kiryat Tiv’on: New Artists’ Quarter
Gallery, 1996), p. 1 (Hebrew).
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240x90x78 xvI Nnina,1992 ,.n7913 ninT 225x125x110 xvI n1ana,1992 wnat arinT 'nv
Falling Figure, 1992, bronze and wood, 78x90x240 Two Figures and a Snake, 1992, bronze and wood, 10x125x225
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D”{7 19 119;0°27 D2 N2 ¥ N7 MAY 19D .00INY 2192 DAY 1PN FPIRN MINN
7221900 NYYA NYNY N9 TPINN NOWA NPNRD WP NN 12anY 7 TP TN
INXD D9R ,AMDY 19N, NPILIN INY IWAR ;0’9020 MR PRYY IWaR 97 N
SN MINYNN 1 V2N IR MKW 170 PIRY INEIY 790 %Y PR YN

.(1987 pn Y1 nY5o1 2N HN) NIYN NHLP 87 °N YN YMNN N -

For me, visual art is a language unto itself. As in verbal language, it has
many dialects; it requires learning to understand and communicate. There
can be major and minor statements, play on form as on words. Sensuality,
starkness, aggression and fun are some of its expressions. But that it is the
forms themselves that convey meaning and arouse feeling, of this I have no
doubt.

— Hava Mehutan, Tel Hai 8§7: Contemporary Art Meeting, exh. cat. (Tel Hai: Tel Hai College, 1987).

N121N2 :0TXN 7Y 12XN 0'YYUANN NNY

N7aX NTIavN Y7 50x100x80 , 021 niwianAnl Mo XV ,1992 .ninT
Figure, 1992, wood, lead, and plaster bandages, approx. 80x100x50, work lost

134



1990S THE HuMaN CoNDITION: BRONZE N72N2 :0TNN 7Y 1AXN 0'YUANN NI

26x26 117V 7KL, 1993 nwN in7ynT

74X57 127y 371X, 1993 nweNcnony

Top: Woman, 1993, acrylic on canvas, 26x26
Bottom: Woman, 1993, acrylic on canvas, 57X74

55x74 11 7y P7pR, 1993 NN
Blue Woman, 1993, acrylic on paper, 74x55
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66x53 127V 3"7pX, 1993 ;NN 'nm
51x50 ;72 7y 3"7pX L, 1993 AN :n7yn7 7xnun
[01x66 127V 373X, 1993 ,nWN :nbN7 7XNWN

Top left: Woman, 1993, acrylic on canvas, 50x51
Bottom left: Woman, 1993, acrylic on canvas, 66x10
Right: Woman, 1993, acrylic on canvas, 53x66
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NN :07TXN 7W 12N O'YUNn NNy

N7, VNN NNISM NP9 ,NPLLDY N> JTAIXR ,ARID PID’Y YW DI INRY
,D7NN NP2 22¥9 790 INPY A9NM WTNN DT70)122KD MNTH .NNNKIY Y51 N8N
AMPNY MPN PARND W0 1) 1993, 7YY 12 vy

1y ,(1996 ,MWTNN DIIRN 177 17792 YL 177P) 1IN Y0P 01N — JMNN MN )N 12 DY -

After years of engaging with pain and loss and giving expression

to stagnation, passivity and internalized movement, the figure now
emerges powerfully. It seems to have been reborn, finally taking active
part in the dance of life, which encompasses ups and downs, falling and
rising, setbacks and struggles and openness to hope.

— Yifat Ben Natan, Hava Mehutan: Bronze, exh. cat. (Kiryat Tiv’on: New Artists’ Quarter

Gallery, 1996), p. 1 (Hebrew).
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7XY' )00 QDIN,22x30x46 ,VIaX YV, 1990 ,|¢r WK1 :n7un7
7XW" 1010 qDIN,32x50%x40 ,viax Yy, 1990 ,|¢r wKA :non7
Top: Sleeping Head, 1990, painted wood, 46x30x22,
private collection, Israel

Bottom: Sleeping Head, 1990, painted wood, 40x50x32,
private collection, Israel
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34x46x27 VIAX Y, 1990 o' uxA
Sleeping Head, 1990, painted wood, 27x46x34
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NAOND “INNYN NMPNN” D2 DAPNODN T Y NN 07PN 20 PN
IR 19V N0 MINWN KXY DXYA . NINY M 172N N7 ,MYan Mnnxa
PINONI NPT MOWNN ,MNNTN M ,2y7 )0vN DYND DYy D17 DWINR DY D)
TN VRN POUNRD MYSNRD IR DY D) DR JPRVYRYT MNYNA 2NN
M9 Pwnnd NRIWD 1Y MM NYANN

.(2004 5981370 YY) “IPOWR” NOMIYNN 9T PO MDD MN -

The Middle Ages, called the Dark Ages by many historians, was
characterized by superstitions, social oppression, plagues and wars. In
fact, not much has changed in the world since then. Many people still
suffer from poverty, hunger, plagues, wars, evil regimes and daily social
injustice. However, art, using illusion, lights up the darkness to this day
and inspires us to continue creating.

— Hava Mehutan, accompanying text to the exhibition “Illusions” (Karmiel municipality
building, 2004) (Hebrew).

2"NIX,'019 QOIX 40x25 1M 'TX7Ip L1997 nrnw o710 nin
77 80x240x200 ,viax v ,1997 yn'nw 0710 :7xnwn

Left: Heavenly Ladder, 1997, painted wood, approx. 200x240x80
Right: Heavenly Ladder, 1997, paper collage, 25x40, private collection, USA
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30x29 12 7y nnpn 2001 ,071vn :'nn
5Ix62 7127y |nw ,2000 ,n*pwn 7xnwn

Left: Irrigation, 2000, oil on canvas, 62x51
Right: The World, 2001, embroidery on fabric, 29x30
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75x100 ;12 79 p7px,ap7n L1997 a1 qmm

V7 200x200x95 12111 Xy ,2000 ,|non nnn :7xnun

2000 ,xN'wIN NI7yn 012 Y'Y NMINIX TDIN2 NAXD DX

Left: Threshold Gift, 2000, wood, paper, and fabric, approx. 95x200x200,
installation view at the Apter Barrer Arts Center, Ma'alot Tarshiha, 2000
Right: Hands, 1997, |1 parts, acrylic on canvas, 100x75
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37X40X167 Xy 2001 ,nainNn T :'n'n
20x20 1217y |nw ,2000 ,02'an 'n’'n O’NYID :7XNWN

77 50x200x180 nmai v ,0'p7n 2 ,2000 , o'oN7n Left: Medieval Themes, 2000, oil on canvas, 20x20
Angels, 2000, 2 parts, wood and paper, approx. 180x200x50 Right: Hand, 2001, wood, 167x40x37

149 148



012N 'M'M O'XYI AY9TNAI O'YUNN NNY

1990S TO 2000S MEeDIEVAL THEMES

5Ix62 71217y |nw ,2000 ,072'an 'n’'n @’NYI ;'N'M
5Ix51 127y )nw ,2000 ,072'an 'n’n O’NYI 1707 7XNWN
25x25 127y |nw 2000 ,02'2n 'n'n 0’NWII :N0N7 7XNYWN

Top left: Medieval Themes, 2000, oil on canvas, 5Ix51
Bottom left: Medieval Themes, 2000, oil on canvas, 25x25
Right: Medieval Themes, 2000, oil on canvas, 62x51

5Ix62 1217y |nw 2000 ,n'pwn
Irrigation, 2000, oil on canvas, 62x51
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AN XY NIXDOIP 012 7120 T2 ,0'37n 3 ,2001 ,nnpni 720 :7xnwn
17 60x180x160 , 12 7V |nw
28x40 ;12 7y |nw 2001 ,nnpni 720 J1nn 019 ;'M'n

Left: Pain and Hope, 2001, 3 parts, plaster, fabric, wooden boxes,
and oil-on-canvas paintings, approx. 160x180x60
Right: Detail from Pain and Hope, 2001, oil on canvas, 40x28
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DMOAY , D717 702 DAY IR IR DNR PYYR NPOUN 1N Y 151IyN2
N7 TPIWN TPYVRD INNNIND MTIN DTRD YW wan g XI120Y DwNpn DNon Yy
MOLWT PN P NN MYSNN NN TPOIR PIUN

.(2004 581370, PYN DNOR) “NYHWR” NOIYNN 9T PN MNP MN -

There are two kinds of illusion in the exhibition. One is related to the
medieval belief in the power of sacred objects to heal a believer’s body

and soul. The other is an optical illusion, created by generating
a sense of depth in the flat surface of painting.

— Hava Mehutan, accompanying text to the exhibition “Illusions” (Karmiel municipality
building, 2004) (Hebrew).

17 30x30x40 ,ndNni W'y ,noiy qioy Yy , 2001 ,(nIr7ux) nd7n WX NN
w7 180x340x120 Xy Nini7 7y nw Mirx 1wl xy ,2003 ,n'7uN :7xnwn

Left: lllusion, 2003, wood and two oil-on-panel paintings, approx. 120x340x180
Right: Queen’s Head (lllusions), 2001, lead-coated wood, hair, and metal, approx. 40x30x30
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8x85x96 ,viax Yy 071N ,2002 ,3 nn'7 7 160x100x160 ,viax v 7y 011 Niwiann , 1996 ,|roara7 o'y
Cape lll, 2002, painted wood relief, 96x85x8 Sailing to Byzantium, 1996, plaster bandages on painted wood, approx. 160x100x160
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X' 1019 QOIX 8686 12 7y N 2004 ,3 2 :n7yn7 |'nm
XY 1009 QOIX 8686 12 7y |nw , 2004 ,2 |2 :10N7 'N'n
[01x66 127y |nw ,2004 1 |2 :7xnwn

Left: Garden |, 2004, oil on canvas, 66x10I
Top right: Garden I, 2004, oil on canvas, 86x86, private collection, Israel
Bottom right: Garden I, 2004, oil on canvas, 86x86, private collection, Israel
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SHATTERED BRIDGE Y911n 1W2

>IN (WHN) YEPITNN YW = TN TN P NINT IR P2 N7 YOUN W) 1PN
07930 DAY Y I YSPINN TIWA 980 IR MAXKI IIM2 JMNNn D 24207 YN
003 W) MYNINAN 2 T217-17 VAN NNIND NN AN NPYN 125 YAy Yapn yaon

DMen

,2010°912 27,290 22010 YW 011730 INNR 1LYIMNT YV DN AN JMNK N” )7 PO ww —
http//:dugrinet.co.il/8576/story/2012/march.20/

The work Shattered Bridge presents, among other things, a dialogue
between contrasting forms: polished wood (the bridge) and natural tree

branches. Once again, Mehutan chooses to challenge the viewer. While the
polished wood remains in natural color, the natural branches are painted
white. Being an event that takes place on several planes, the work entices
the viewer to respond with a multilayered gaze.

— Shoshi Nerson Norman, “Hava Mehutan Breathes Life into Wood,” Dugrinet: The Galilee’s Social

7 115x800x33 ,0'wiax 0"v10 0'o1vi 0'w1p 2008 X91an 1w Website, July 27, 2010, available at http:/dugrinet.co.il/8576/story/2012/march/20 (Hebrew).
Shattered Bridge, 2008, wooden planks and painted branches, approx. 33x800x! 15
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240x240x270 ,71v1n1 7112 NNwnw ,N1d1 N7'on X nwnn 2009 ,0'7120 o'y inn 0'ono
Details from Bound Rivals, 2009, five railroad ties, iron chains, and lock, 270x240x240
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w7 1H0xI105x77 qiv nnnni v ,2009 ,0°7123 :n'7yn7 'm'n

7 250x250x25 ,v1ax xv ,2009 ,ywinn 7ayn :non7 'nn

7 50x115x90 iy ninini xy ,2009 7125 :7xnwn

Left: Bound Figure, 2009, wood and leather straps, approx. 90x!15x50
Top right: Bound, 2009, wood and leather straps, approx. 77x105x110
Bottom right: Vicious Circle, 2009, painted wood, approx. 25x250x250

\oINn W1 09TNN NNY
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717 50x100x160 ,nr77x-1T Xt Yy 2009 ,naa9n :'n'n
60x120x160 xv ,0'g7n 2 ,2009 ,a'NIn N7 :7XnWn

Left: Eyes and They See Not, 2009, 2 parts, wood, 160x120x60
Right: Demonstration, 2009, wood and two-way mirror, approx. 160x100x50
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2013 ,0012 Y12'3 ,|I7X 7K N2 IXTING Naxn nxan |, 100x142x173 \7in1 3'0079 ,|nw vax xv ,2010 7in 7y '1ma na
A House Built on Sand, 2010, wood, oil paint, plastic, and sand, 173x142x100, installation view at Yigal Allon
House, Kibbutz Ginosar; 2013

(911N W1 OY9TNN NNV

P22 W9 TN 1AW TN 190E DWIN T 2900 Y 152 DX 7132 W [L..]
9T M990 M Y9 KINN

27-26 33 )09 Yy nMwan -

... Like a foolish man who built his house on sand. The rain came down,
the streams rose, and the winds blew and beat against that house, and it
fell with a great crash.

— Matthew, 7:26 -27

30x21 M 7y wIo 2013 71N 7y '11a N
A House Built on Sand, 2013, felt-tip pen on paper, 21x30
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CHILDHOOD MEMORIES NITT NNIND’'T

100x100x180 ,j3*7px vaxi xv 2011 qn 128x168x135 ,nonni nw vax xv 2011 wx
Winter, 2011, wood and acrylic paint, 180x100xI100 Fire, 2011, wood, oil paint, and metal, 135x168x128
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L 70x90 12 7y |nw ,1996 , Menarche :n'n
2011 ,0m1195 ,70 NM1722 N2xN XN L,60x60x75 Xy 2011, jinn :7xnwn

Left: Crowd, 2011, wood, 75x60x60, installation view at Tal Gallery, KfarVradim, 201 |
Right: Menarche, 1996, oil on canvas, 90x70
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1IN DY) NTIAY KW DIYSY NI XIIX NP’OYII Ni?0yn 57wl mimt
SR VIR ONYNN DY w7, 1020710 IPY R PNTaY 2NI0N-hn

.9-8 Ny (2011 ,50 77193 D77 I193) NNIYN NYLP ,MTP MNP, JMND MN —

I have always engaged with female identity, sometimes as subject matter
and at other times unconsciously. My work is personal, subjective,
emotionally expressive, and stems from my own identity as a woman.

— Hava Mehutan, Childhood Memories, exh. cat. (Kfar Vradim: Tal Gallery, 2011), pp. 8=9 (Hebrew).

62x82 7127y 377X, 1995 (IUNA 1TNNR) NWIN ;RN
80x77x45 ,|nw VIAX \VI N711 AN, 1981 ,nT7 :7xnwn

Left: Birth, 1981, basalt and oil-painted wood, 45x77x80
Right: Woman (Menarche), 1995, acrylic on canvas, 82x62
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1987
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From the Studio: Works on Paper, American
Cultural Center, Tel Aviv

Paper Workshop, Center for Visual Art, Beersheba
The Negev Desert in Israeli Art, Avraham Baron
University Gallery, Ben Gurion University of the
Negev, Beersheba

Nature as Inspiration, Museum of Modern Art,
Haifa; traveling exhibition in Israel

Art in Israel, traveling exhibition, Museum of
Modern Art, Sao Paulo, Brazil; Museum of
Modern Art, Rio de Janeiro, Brazil; Artists’ House,
Jerusalem (1985)

Mount Sodom, environmental art event, Mount
Sodom

Mount Sodom, photography exhibition, Avraham
Baron University Gallery, Ben Gurion University
of the Negev, Beersheba

Eighty Years of Sculpture, The Israel Museum,
Jerusalem

Tree, Plank, Branch, traveling exhibition in Israel,
Omanut La’am

Hinnom Valley, environmental art event, Hinnom
Valley, Jerusalem

Works on Paper, American Cultural Center, Tel
Aviv

Installations, Hakibbutz Gallery, Tel Aviv
Nitzana Terminal 85, environmental art event,
Nitzana Terminal

Sha’ar Hanegev Regional Council, Artists’ House,
Jerusalem

Paper as Art, Arad Museum, Arad

Sculpture on the Edge of the Ramon Crater,
environmental art event,

Landscape Structures, Herzliya Museum

Tel Hai 87: Contemporary Art Meeting,
environmental art event, Tel Hai

Forty from Israel, Brooklyn Museum, New

York City; traveling exhibition: Florida, Rome,
Amsterdam, Vienna, Warsaw, Mexico City
Sculpture in Israel: In Search of Identity, The
Open Museum, Tefen

1989

1990

1991

1992

1993

1994

1995
1996

1997
1998

The Sacrifice of Isaac in Israeli Art, Museum of
Israeli Art, Ramat Gan

Modern Drawing: New Concepts, Museum of
Modern Art, Haifa

Israeli Art, Beersheba Museum of Israeli Art

In the shadow of conflict: Israeli Art 19801989,
The Jewish Museum, New York City

Peaceful Boundary: Israeli—Palestinian Art
Encounter, Givat Haviva Center; American
Cultural Center, Jerusalem

Three-Dimensional Paper Works, Wilfrid Israel
Museum of Asian Art & Studies, Kibbutz Hazore’a
Paper Art, Visual Arts College, Beersheba

New Israeli Acquisitions, The Israel Museum,
Jerusalem

Night Interior, Artists’ Studios, Jerusalem
Contemporary Israeli Sculpture, traveling
exhibition: Museum of Israeli Art, Ramat Gan;
Hara Museum, Tokyo; Fukuoka City Museum,
Fukuoka, Japan; National Museum of Modern and
Contemporary Art, Seoul (1992)

Bad Art: Artist’s Choice, Artists’ Studios, Tel Aviv;
Bezalel Academy of Arts and Design, Jerusalem
Stone in the Galilee: International Sculpture
Symposium, Ma’alot Tarshiha

Enclosed is a Matchbox, Art Workshop, Yavne
Artists on Paper, Railway Station Gallery,
Beersheba

Passages, Navon Gallery, Moshav Neve Ilan
Mega-Watt, Electric Company, Jerusalem

Local Code, Migdal Gallery, Tel Aviv

Group Exhibition, Migdal, Frisch Building, Tel
Aviv

Duet, Nora Gallery, Jerusalem

Women Artists in Israel Art 1948-1998, Museum
of Modern Art, Haifa

The Negev: Fifty Years to the State of Israel, Beit
Yad Labanim, Beersheba

Teachers and Students, The Israel Museum,
Jerusalem

1999 From Nature to Culture: Art in Paper, The Open
Museum, Omer Industrial Park

2001 International Festival of Visual Art, Acco

2008 Sixty Years of Art in Israel: The First Decade,
1948-1958: A Hegemony and a Plurality, Museum
of Art, Ein Harod

2012 Trees, the Apter Barrer Arts Center, Ma'alot

SELECTED SCULPTURES AND ENVIRONMENTAL VWORKS
IN ISRAELI PuBLIC VENUES

Sowing, memorial monument, marble, Kibbutz Hatzor

Woman and Bird, wood; and Landscape in Boxes, marble and
steel, Tel Aviv Museum of Art

Man and Bird, marble; and Procession, wood, Museum of Art,
Ein Harod

Offering, mahogany relief, Cultural Council, Kibbutz Ein
Harod

Cain, mahogany, The Negev Museum of Art, Beersheba

Two Figures, oak, Beersheba Municipality

Manifestation, marble; Coal Presence, clay; Canoes, paper and
plastic tubes (5 parts); Mask, hand-made paper, Haifa Museum
of Art

Nest, wood, paper, lead, and iron; Ram (Force), wood relief;
Five Masks, hand-made paper, The Isracl Museum, Jerusalem
Manifestation, steel and water, The Negev Nuclear Research
Center, Dimona

Three Figures, clay, Weizmann Institute of Science

Seated Figure, marble, El Al Collection, Ben-Gurion Airport
Wood relief, Municipal Library, Beersheba

Wood relief, Soldier’s Welfare Association, Beersheba
Decorative mural, teak wood, City Council Hall, Municipality,
Beersheba

Memorial to Holocaust Victims, iron, Beersheba cemetery
Wood relief, The Technological Center, Beersheba

Wood relief, teak wood, Laborers’ Council, Beersheba

Mural, aluminum, Tel Aviv

Memorial mural, Ofakim Municipality

Situation 87, Herzliya Museum of Contemporary Art

Corner Piece, basalt stone; Coal Presence, teak wood; Sand-
Dune Landscape, stone, Karmiel Municipality

Mount Sodom, environmental work, earth and burlap sacks,

Mount Sodom

Hinnom Valley, environmental work, Hinnom Valley,
Jerusalem

Half a Bridge, environmental work, Nitzana Terminal

Rain Trough, environmental work, limestone, Mitzpeh Ramon
Sculpture Garden

Passage, environmental work, iron, concrete, and plaster, Tel
Hai

Environment, environmental work, Kiryat Nordau Sculpture
Park, Netanya

Figure (Shadow), environmental work, river stones and
concrete, Ma’alot

Stages, wood, Tal Gallery, Kfar Vradim

Mountains, iron, Galilee Park, Karmiel

SELECTED SCULPTURES AND ENVIRONMENTAL VWORKS
IN INTERNATIONAL PuBLIC VENUES

Procession, Sculpture Garden, Kostanjevica na Krki, Slovenia
Signal, marble and steel, Seattle Municipality, Seattle,
Washington

Lackawanna, Marion Locks Gallery, Philadelphia,
Pennsylvania

Lackawanna, Jack Rasmussen Gallery, Washington, DC
Lackawanna, Everhart Museum, Scranton, Pennsylvania
Lackawanna, San Francisco Museum, San Francisco,
California

Wrapped Landscape, basalt stone and lead, Bloomsburg State
University, Pennsylvania

Coal Presence, basalt stone and plastic, Keystone College,
Pennsylvania

Mask, wall relief, plaster bandages, San Francisco Museum,
San Francisco, California

AWARDS

1956 America-Israel Cultural Foundation Grant

1959 The Histadruth Award for Sculpture

1965 Sculpture Award, Eighth Bienal de Sdo Paulo
1976 The Dizengoff Award for Sculpture

1996 The Ish Shalom Award for Life’s Work

2015 Honorary Degree, the Pennsylvania Academy of

the Fine Arts, Philadelphia
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BioGrAPHICAL NOTES

Hava Mehutan was born in 1925 in Philadelphia,
Pennsylvania, where she studied art at the Pennsylvania
Academy of Fine Arts. In 1944 she married Asher Fischman,
and in 1946 immigrated to Israel and was among the founders
of Kibbutz Hatzor, where their son Daniel was born. In 1950
she moved with her husband to Beersheba, where their son
Shlomi and daughter Lea were born. They moved to Jerusalem
in 1985, and in 1997 relocated to Karmiel, where Mehutan has
resided ever since.

PuBLIiC APPOINTMENTS

1963-1984 Headed the Negev Museum of Art

1968-1979 Served as art advisor to the Mayor of Beersheba.
In this capacity she established the Center for
Visual Art and the Youth Arts Center in Beersheba.

1970-1975 Member of the Israeli Council for Culture and Art

1975-1992 Member of the Ben-Gurion University of the
Negev’s Art Council

1985-1992 Member of the Tel Aviv Foundation for Literature
and Art

1989-1992 Member of the Israel Prize Arts Committee

TEACHING PosITIONS

1974-1978 Critiqued final projects by students at the Bezalel
Academy of Arts and Design, Jerusalem

1976 Taught environmental art as a guest lecturer at the
Ein Hod Art School

1978-1979, 1981 Guest lecturer in sculpture workshops in
several art colleges in the USA

1981-1982, 1987 Taught environmental art as a guest lecturer
at the University of Haifa

1985 Artist in residence at Mishkenot Sha’ananim,
Jerusalem

1987 Artist in residence at the Virginia Center for the
Creative Arts, Virginia, USA

1990 Taught drawing at the Ben-Gurion University of
the Negev
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1989-1998 Taught sculpture at the Israel Museum, Jerusalem
1997 Artist in residence at the Cité Internationale des
Arts, Paris

SELECTED ONE-PERSON SHOWS

1955 Sculptures and Drawings, Mikra Studio, Tel Aviv

1959 Sculptures, Helena Rubinstein Pavilion for
Contemporary Art, Tel Aviv Museum

1968 Processions and Offerings, Old Jaffa Gallery, Tel
Aviv
Offering, the Negev Museum of Art, Beersheba
Offerings: Sculptures, Museum of Art, Ein Harod

1972 Sculptures, Schwarz House, Herzliya

1977 Landscapes and Signals, Gordon Gallery, Tel Aviv
Landscapes and Signals, Liraz Gallery, Beersheba
Landscapes and Signals, Mitzpeh Ramon Gallery,
Mitzpeh Ramon

1978 Sculptures, Screen Prints, Collages, Center for
Visual Art, Beersheba

1978-1979 Landscapes of the Negev, traveling exhibition
in the USA: YM-YWHA Gallery, Philadelphia;
Keystone College, Pennsylvania; Erica Williams/
Anne Johnson Gallery, Seattle, Washington;
The Rose Art Museum, Brandeis University,
Waltham, Massachusetts; Jack Rasmussen Gallery,
Washington, DC

1980 Lackawanna Valley, Museum of Modern Art, Haifa

1981 Lackawanna, traveling exhibition in the USA:
Everhart Museum, Scranton, Pennsylvania;
Bloomsburg State University Gallery,
Pennsylvania; Marian Locks Gallery, Philadelphia,
Pennsylvania; Jack Rasmussen Gallery,
Washington, DC
Lackawanna II, America-Israel Cultural Center,
Tel Aviv and Jerusalem; Wilfrid Israel Museum,
Kibbutz HaZore’a

1983 Birth, Center for Visual Art, Beersheba
Paper River, the Jerusalem Theater, Jerusalem

1984 New Works, Avraham Baron University Gallery,
Ben Gurion University of the Negev, Beersheba

1986

1987

1989

1990
1996
2000
2002
2003
2004
2010

2011
2013

SELECTED

1957

1958

1959

1960

Situation 86, Mishkenot Sha’ananim Gallery,
Jerusalem

Situation 87, Ika Brown Artists’ Studios Gallery,
Jerusalem

Situation 88, Herzliya Museum

Works, Beersheba Museum of Israeli Art,
Beersheba

Works on Paper, Wilfrid Israel Museum, Kibbutz
HaZore’a

Bronze, New Artists’ Quarter Gallery, Kiryat Tivon
Bronze, Performing Arts Center, Tel Aviv
Heavenly Ladder, Municipality Building, Karmiel
Threshold Gift, After Gallery, Ma’alot

Threshold Gift, Beit Gabriel on the Kinneret,
Tzemach

Illusions, Municipality Building, Karmiel
Shattered Bridge, Beit Yad Labanim, Karmiel
Childhood Memories, Tal Gallery, Kfar Vradim

A House Built on Sand, Yigal Allon House,
Kibbutz Ginosar

GRroup SHows

Sculpture Biennale, Museum of Modern Art, Haifa
General Exhibition of Israeli Artists, Tel Aviv
Museum

Sculpture in Israel, 1948—1958, Museum of Art,
Ein Harod

Sculpture Biennale, Middelheim, Belgium

Second Sculpture Biennale, Museum of Modern
Art, Haifa

Contemporary Israeli Art, Museum of Modern Art,
Paris

Artists of Beersheba, The Negev Museum of Art,
Beersheba

Israeli Art 1960, Dizengoff House, Tel Aviv
Museum

Modern Art in Israel 1960, Israeli Association

of Painters and Sculptors, traveling exhibition:
Artists’ House, Tel Aviv; Artists’ House, Jerusalem;
Artists’ House, Haifa

1962

1963

1965

1968

1969
1970

1973

1977

1978

1979

1980

1981

Garden Sculptures, Second Sculpture Biennale,
Museum of Modern Art, Haifa

Paintings Donated to the Kolb Foundation,
Dizengoff House, Tel Aviv Museum

Forma Viva, International Sculpture Symposium,
Kostanjevica na Krki, Slovenia

Israeli Artists 1963, Tel Aviv Museum

Proposal for a Memorial to Fortitude, Yad Vashem
Museum, Jerusalem

Eighth Bienal de Sao Paulo, Brazil, Israel's
representative

Israeli Artists 1963, Helena Rubinstein Pavilion
for Contemporary Art, Tel Aviv Museum
Painting and Sculpture, Sharett Foundation,
Jerusalem

Autumn Salon, Helena Rubinstein Pavilion for
Contemporary Art, Tel Aviv Museum

Sculpture in Israel, Museum of Art, Ein Harod
Israeli Art: Painting, Sculpture, Graphic Design
from the Collection of the Ministry of Education
and Culture, Tel Aviv Museum

Self-Portrait in Israeli Art, Museum of Modern
Art, Haifa

Teachers of the Center for Visual Art, Beersheba,
Artists’ House, Jerusalem

Art Show 78, Keystone College, Pennsylvania
Art from Beersheba, Boone National Gallery,
Seattle, Washington

Art for Architecture, Interior Design & Décor,
Suzanne Gross Gallery, Philadelphia, Pennsylvania
The Myth of Canaan, University Gallery, Haifa
University

Some Aspects of Human Representation, Museum
of Modern Art, Haifa

Bloomsburg State University Gallery,
Pennsylvania

Marion Locks Gallery, Philadelphia, Pennsylvania
Sculpture, Paintings, Collage, Jack Rasmussen
Gallery, Washington, DC

178



HavA MEHUTAN’Ss HUMOR

SHosHI NERsoN NORMAN

During my meetings with Hava Mehutan I have noticed
that her immediate reaction to any question or comment
is nearly always humorous. It is sometimes followed by
a serious response, but usually the amused tone remains.
In recent years, her humor has revolved around all the
things she used to but can no longer do or remember.
Since memory plays tricks on her, this is all the more

reason to regard it with a smile.

The creative process, particularly when sculpting in stone
or wood, is by necessity a meticulously planned activity.
Therefore, it is no wonder that the humorous aspect in
Mehutan’s outlook does not always find expression in
her work. However, it has often been quite apparent

in the works she produced quickly and spontaneously.
Such was the case, for instance, in the bronze figures
made with plaster bandages in the 1990s; in the medieval
monsters she sculpted in clay in the first decade of the
twenty-first century; and in the anthropomorphous
depictions of wood logs as climbing up a ladder to

the sky like medieval saints, grouped together in a
demonstration, or standing in an evil circle of devouring

figures.

Sophisticated, sarcastic humor is often used to create
multivalent analogies. At times it softens a harsh message
and at other times it makes them even sharper and more
intense, as if saying, “If it wasn’t so sad it would be
funny.” Humor allows the viewers to participate in the
artwork, since by smiling at it they share the enigma or
magic it produces. It has played a key part in Mehutan’s

most recent one-person shows, “Childhood Memories”
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(2011) and “A House Built on Sand” (2013). Both

were created with a light hand, quickly. “Childhood
Memories” is the artist’s most personal exhibition as
yet. The humor it displayed portrayed her memories,
including recollections of childhood solitude - such

as an image of knife carvings clandestinely etched

into a closet’s legs - in an amusing light which evokes
empathy. Even when they are sad, there is no sense

of bitterness in them, since the works’ humorous

aspect makes one feel that the artist was able, already
as a child, to focus on whatever made her smile. Her
satirical depiction of getting her period, articulated like
physiological explanations given to an adolescent girl,
is defiantly humorous. There was also an entertaining
aspect to the red room which was part of the exhibition,
where redness as a key motif was playfully presented in
dialogue with or in opposition to different types of reds
from a variety of sources. Likewise, “A House Built on
Sand” conveyed humorous irony not only in the title
but also through the sculptural means employed in the
exhibition. The conceptual works on view oscillated
between a desire to clearly present a concept on the one
hand and minimalist allusion coupled with a desire to
challenge the viewer’s understanding on the other. Her
direct presentation of the concept is unusual and one
senses that the artist seeks to shake the viewer by this

explicitness while, at the same time, raising a smile.

The biblical text of Jotham’s Parable of the Trees
(Judges 8:7-20) is sarcastically humorous, as is
Mehutan’s work referencing it. It has the appearance of

an eye-catching, almost juvenile theatrical set, thereby

conveying its message about the lack of good leadership
loud and clear. Similarly, in her installation Money Talks
(in which she makes use of sound for the first time) the
looped soundtrack uttering “money, money, money” is
heard before seeing the work and remains with the viewer
long after leaving it, finally feeling as if it were an internal
voice. Indeed, humor and irony have been key elements in
Mehutan’s work throughout her career, including her most

recent exhibition.

Dress, 201 |, fabric, acrylic paint, and wood, approx. | 15x50x30
7 30501 15 i 3*71px vax ,ma 2011 ,n7nw
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Barth claims, “everything can be a myth provided it

is conveyed by a discourse.”® One may apply Barthes
notion to Mehutan’s work and regard it as an attempt at
writing a text. Nava Harel Shoshani was the first to note
the discursive elements in Mehutan’s work, claiming that
she regards her sculptural installations as an “evolution,
a stage at which her way of working with materials has
turned almost verbal.””*! The title of the series “Signals”
also signifies a discourse, referencing not just a mythical-
religious aspect but also written language. The wooden
components of the sculptures contain calligraphic
elements that bring to mind, for instance, Franz Klein’s

expressive brush strokes.

Mehutan was one of Israel’s pioneering installation
artists. Already when exhibiting the series “Signals”

and “Offerings” she installed them in a way that took
into consideration the entire gallery space, together
comprising a kind of installation work. While these series
were in dialogue with an interior space, the next stage in
the artist’s career took her outside to natural landscapes.
Both the series “Processions” and “Situation 88" and

her installations are informed by a textual attitude to the
objects, as if using them to construct an entire syntax.
Accordingly, Mehutan’s installations may be understood
as setting the viewer a challenge of deciphering them.

In this attempt, one oscillates between mystification and
demystification of the object, to use Barthes’ words. Thus
the viewer remains trapped, practically helpless, in an
indecipherable situation, which stands for his existential

condition.
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Conclusion

The story of Hava Mehutan’s creative output is the
story of her life, and to a great extent the story of Israel,
starting with the pioneering endeavor to establish a
new state, continuing with the sober realization that
realities of life here have changed over the years, and
finally posing existential questions about “the human
condition.” Mehutan’s work remains pertinent to our
lives today, affined, as it is, to contemporary artistic
efforts which endeavor to explore personal narratives
as part of historical ones, or, to use Barthes’ terms,

rendering the personal mythical.

In light of this survey of her work, one may claim that
Mehutan’s work has been attuned to key processes

both in Israeli and international art, and that through

her dialogue with these tendencies she has succeeded

in developing her own, unique language. Although one
would be hard put to explain her absence from the center
of the Israeli art scene, this may be related not only to
her choice to live and work in the peripheral regions

of the country but also to her unique way of exploring
literary and mythical themes. To conclude this journey,
Mehutan’s own words come to mind, “Solitude has
forced me to look around and examine my thoughts and
feelings. When one has no company, one is obliged to
look into oneself.” It would seem that solitude not only
helped her look inwardly but also inspired her to observe
her environment and fellow human beings, with all their

emotions and desires, which her work expresses so well.
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1984),% the artist combines wood and fabrics dipped

in plaster, representing death shrouds. Her evolving
language, which juxtaposes rigid and soft materials, wood
and textile, was given full expression in her 1989 one-
person exhibition “Situation 88” at the Herzliya Museum.
In an interview with Haim Maor, Mehutan says that the
exhibition marked a return to the figurative dimension in
her work, aiming to express a fatal wound or death.? In
these works, the artist returns to her engagement with the

body and “the human condition,” expressing an obsessive
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preoccupation with death and a predicament that cannot

be solved or resolved.

In the early nineties, Mehutan started producing chunky,
solid human figures, both male and female. The figures
were first made in plaster and then cast in bronze, covered
with a white patina that preserves the look of plaster. They
have become the artist’s key means of expression, quite
different from the abstract images of the seventies and
early eighties. Around the human figure Mehutan would
create environments with objects pertaining to human
usage - such as a cart, pillar, wall, or diagonal surface. To
a great extent, her sculptural works since the nineties have
staged human situations.? In the nineties, she focused on
depictions of movement, rendering anonymous figures in
stopped motion - like figures standing on their hands or

a figure standing in a boat. The figures are never on their
own, but always part of a larger image. They seem to be
unwilling participants in surreal situations, and in this

respect they recall Alberto Giacometti’s figures.

These sculptures are powerful, massive, and to a
certain extent erotic. They convey feminine awareness,
respect and admiration for all creation - from nature
and landscape to living creatures. One may note some
resemblance between them and the fragmented figures of
Louise Bourgeois. Both these artists describe entrapped
figures by different means, and both use humor and
fragmentation of the human figure to stage the absurd
existence in which it finds itself. For instance, Mehutan
depicts a figure whose upper body is cut off, riding a
wooden log (Headless Rider, 1993, p. 130). Another
figure is rendered rolling down a hill yet seemingly
coming up against a wall, its movement halted (Falling
Figure, 1992, p. 133). Mehutan’s use of humor in her
works, much like surrealist images, is meant to disrupt

one’s ability to understand the portrayed situation. This

disruption is heightened by the smile evoked by the
work.? In a way that brings to mind the photographic act,
the artist freezes the figure in mid-action. In doing so,

she also creates a sense of absurd, presenting the sculpted
figure’s entrapment in its situation, having no freedom

of choice, as metaphoric of the human condition. The
viewer observes this smilingly and empathetically, yet

is denied the ability to comprehend the scene - thereby

rendering him as powerless as the portrayed figure.

Mehutan’s oeuvre may be seen as a journey between
locality and internationality, between ancient civilizations
and topical events, in the process constructing a personal
mythology. Looking back on seventy years of artistic
production, the artist’s emphasis on the ceremonial
aspect in her works is apparent. This finds expression in
solitary sculptures (such as Girl with Fowl, 1959), in

her various series (such as “Processions,” “Offerings,”
and “Signals”), and in the installation works from the
eighties, nineties and early 2000s (such as the “Subjects
from the Middle Ages” series) that depict “enlightenment
in the temple” or something akin to prayer. However,

the ritual or ceremony depicted is not a religious one;
Mehutan does not seek God. It reflects the artist’s search
for insight rather than faith. By depicting ritualistic states
Mehutan endeavors to bring us all together in sensing
something bigger and feeling part of a larger force, which
is not necessarily divine. We realize the ephemeral nature
of our existence as human beings, we see the error of our
ways, yet are hopeful that we may rectify these wrongs -

moral rectification which is not necessarily religious.

Hence, for instance, the altar-like appearance of the
wooden sculptures in the “Offerings” series. On the

one hand, the altar provokes a sense of fear and awe in
anticipation of a ritual, raising questions such as, What is

about to happen? Who is to be the sacrifice? It might even

be the viewer himself. Passing from one altar to another,
the viewer loses his sense of orientation. On the other
hand, the haptic wooden sculpture invites one to touch
and stroke it. It is of human proportions. Here, both ends
meet: the sense of ritualistic awe and an understanding
of the symbolic meaning of giving sacrifice. The viewer
realizes that it is not an actual sacrifice that is called

for but rather an understanding of the power of giving.
The sacrificial temple where the viewer stands is in

fact comprised of works of art, and he is called upon to

engage with the notions they convey.

The powerful effect of the awe inspired by the

sculptures is related to their magic quality, particularly

in “Processions.” These sculptures are totem-like,
dwarfing the viewer and emitting a sense of non-human
dimensions even when they are in fact of relatively small
proportions. According to Herbert Read, the magic aspect
which appeared in modern sculpture in the first half

of the twentieth century is related to the primitive and
archaic. Referring to Picasso’s works, Read claims that
magic is manifested in a desire to express vital forces of
social significance.”” The spiritual, hidden, metaphysical
force conveyed by material elements, which is habitually
referred to as magic, Read calls the anima - a notion
which draws on African animism, which ascribes
universal vitalism to everything in the world, living,
vegetal, or mineral. This quality seems to be a key aspect

of Mehutan’s work, too.

Amir Or describes the ritual aspect as a necessary
element in the construction of a myth. This element is
perceived as material while myth itself is regarded as
spiritual.”® According to Roland Barthes, “myth is a type
of speech” - that is, mythical language is a system of
signification, a discourse comprised of units that are

either verbal or visual. “Since myth is a type of speech,”
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exploration of movement. There is a ritual aspect to it,
too, expressed in the title and in the abstract, totem-like
images. The series “Offerings” refers to giving and to the
element of sacrifice in human relationships - between
parent and child, individual and society, man and God.
The series “Signals” pursues signs of what is to come,
not necessarily connoting ending and death but often,
quite on the contrary, associating it with something

that is about to open up, become clear, or bloom.
Chronologically, “Signals” was produced at the same
time as “Landscapes” and there is indeed an interesting
affinity between them. Both indicate invisible processes
that affect reality. Some of the works in the “Signals”
series are titled Manifestation and indeed make visible a

potential which may be manifested.

In “Processes” and “Offerings” the primitivist approach
is evident in the material, wood, and in its carved

form, which preserves its organic attributes. These
characteristics may be associated with the work of
Constantin Brancusi, Jean Arp, and Henri Moore. In
both series the sculptures are totem-like, and although
not large they seem monumental. Mehutan’s sculptures
are haptic in character, making one want to touch

them and feel their surface. Therefore, information is
conveyed to the viewer not only through observation
but also by means of personal touch, generating a sense
of closeness. This results in works that are on the one
hand approachable and on the other hand lofty, divine
monuments to be worshipped. The viewer’s ambivalence
with regard to the work stems from his perception of
himself in relation to it and to reality. This experience
is perhaps best described by the Romantic notion of the
sublime. It is a notion that refers to a combination of
uplifting inspiration and pain vis-a-vis nature. One is

uplifted by the ability to understand nature and control it
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but at the same time experiences the painful realization

of one’s mortality and ephemeral existence.

In her series “Signals” Mehutan’s images become much
more abstract. She started making more extensive use
of polished stone, as well as other materials, such as

aluminum, Perspex, etc. Although the polishing was done

Signal, 1972, wood and Perspex, 80x25x25
25x25x80 ,0po0191 Yy , 1972 nIN

entirely by hand, the finished pieces seem to have been
industrially buffed. Combined with the polished parts,
the artist left unpolished areas, resulting in a dialogue
between the finished parts and the unpolished ones. This
recalls the combinations of industrial materials with
chiseling or engraving by hand found in the works of
minimalist artists such as David Smith, Richard Serra,
or Micha Ullman, which bring together the language of

painting with that of sculpture.

The series “Landscapes” and “Lackawanna”
conceptualize elements of landscape. For instance, the
outline of a sculpture abstractedly resonates with the
form of a sand dune. While it also has mental, political,
and social aspects, “Landscapes” presents abstractions of
topographic forms. Despite the small size of the works
in this series, they project, like the pieces in the other
three series discussed, a sense of monumentality. The
pieces installed outdoors in the landscape are a match
to its power. These works, too, combine the languages
of painting and sculpture. The stone’s patina exposes
its veins and is perceived as a kind of painting on the
sculpture. And, as in Mehutan’s other works, there is a
tension between the severe, intentional outline and the

unexpected lines revealed in the stone.

To a great extent, the “Landscapes” reverberate with
Mehutan’s stone and wood pieces of the fifties. Her
treatment of stone and wood encompasses the landscape’s
attributes, the forms of the ground, sand dunes, harshness
and awkwardness. But, at the same time, it shows the
gentle finish by the artist’s hand, which recalls the

hand of nature as it smoothes, polishes and creates the
landscape. The image of nature becomes integrated

into nature. Simultaneously, it is clearly a man-made

intervention, recalling the conceptual outlook of Land Art

of the period. The sculptural piece is an act of claiming
presence in the environment while adapting itself to

it. As mentioned above, there is a Romantic aspect to
Mehutan’s attitude toward the landscape - the artist’s
involvement in nature is regarded as a representation
of human existence and the sublime, yet also shows

an awareness that this involvement will eventually
become assimilated into nature and disappear with
death. At the same time, it indicates continuity through

becoming one with nature.

In both “Landscapes” and “Lackawanna” Mehutan not
only engages in an exploration of the ways by which
landscape may be depicted in a three-dimensional
work, but also regards geophysical processes that
occur far below ground as metaphoric of processes
that take place deep within one’s psyche.” While
expressing Mehutan’s marveling at the landscapes
of the Land of Israel and her love for the people who
live here, these series engage with formal questions
prevalent in the sculpture of the time, as evident, for
instance, in the work of Henri Moore and Barbara
Hepworth.

Myth

Mehutan’s work in the eighties was characterized by

a response to Israeli realities of life, particularly the
Lebanon War and the Israeli-Palestinian conflict. For
instance, in the environmental project Mount Sodom
(1984) she used burlap sacks filled with earth, referring
directly to defensive measures taken when under
attack. And, of course, her choice of place connotes

the biblical story of the destruction of Sodom and
Gomorrah. In another work, presented in the exhibition

“Eighty Years of Sculpture” (The Israel Museum,

186



artistic language and their wish to steer clear of local
particularity. Ofrat describes tendencies contrary to New
Horizons, which were related instead to expressionism
and, to a greater degree, to surrealism, as typical of

the “second generation.” He regards these tendencies
and their focus on man as influenced by existential
philosophy as reflected in literary works by authors such
as Albert Camus, Franz Kafka, Ernst Hemingway and
others. In Israeli painting, this tendency was evident in
the works of Pinchas Burstein (Marian), Avigdor Arikha,
Yosl Bergner, and others of their generation. Ofrat’s
observation also applies to Mehutan’s output during

those years.?

During her studies, and particularly on her visits to the
Philadelphia Museum of Art, Mehutan became familiar
with the masterpieces of modernism. Therefore, her
dialogue with abstraction, unlike many New Horizons
artists, was not conducted through the prism of the
Informel and Tachisme styles in French art. Key
tendencies of the fifties, which revolutionized artistic
perception, such as American Abstract Expressionism
or the Minimalism of Ellsworth Kelly or Frank Stella,
had no real influence on the work of most New Horizons
artists. These artists turned to the art with which they
were familiar, that is, post-WWII French abstract art,
which became their reference point and epitomized the
universal in their view.?! Mehutan, on the contrary, was
exposed to tendencies in American art in the fifties and
sixties, and it is in relation to these tendencies that the

works she created during these decades should be seen.

Most New Horizons artists regarded abstraction as a
means of being part of the contemporary international
art scene. Unlike them, for Mehutan abstraction was not
a means of joining international discourse but rather a

way of connecting to the landscape of her new country
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and exploring novel sculptural options. In contrast to
most New Horizons members, her view of abstraction
is neither intuitive nor emotional, but rather conceptual.
In this, her work is in fact comparable to that of New
Horizons’ leader Zaritsky, for whom abstraction was

a means of conceptualization and connection between
landscape and man on the one hand and the painterly
composition on the other. In terms of her conceptual
attitude to the abstraction of the human figure, and
particularly of landscape, Mehutan seems to have more
in common with the generation of the Israeli avant-garde
artists of the sixties and seventies, such as Raffi Lavie,
Moshe Kupferman, Ori Reisman, Lea Nikel, and Igael

Tumarkin.

Abstraction is evident already in Mehutan’s early
sculptures. Images culled from nature are rendered as
solid forms that emphasize the monolithic quality of
the mass from which they were sculpted. The manner
of abstraction recalls, as noted above, Expressionism
and even Surrealism, as in Girl with Fowl (1959, wood,
collection of Tel Aviv Museum of Art) (p. 49). The
combination of woman and bird into a single entity,
which is clearly unrealistic, is reminiscent of depictions
typical of surrealist artists such as Max Ernst. Mehutan
is not satisfied with merely translating nature into
sculptural language but strives to make a statement,
using abstraction as a means of presenting the human
condition. In this, her work is set apart from New
Horizons artists and is affined instead, as explained

above, to surrealist artists.

Series of Works

Mehutan’s conceptual outlook finds expression, inter
alia, in her choice to produce works in series. The key

to her work process is perceivable in three of her most

Signal, 1972, marble on steel stand, | 34x29x40
40x29x134 0179 7 7V WY 1972 AINX

important series - “Processions,” “Offerings,” and
“Signals.” While in the early fifties the artist engaged

in an attempt to study the environment and render the
relationship between man and the natural environment
or landscape, in the series she made in the sixties and
seventies she pursued “the human condition” as her
subject matter. Despite their abstract nature, these
sculptures represent a human figure, which is abstracted
to its most basic, almost schematic form yet is still

recognizable as an organic being.

Each of the three series constitutes an independent
iconographic and stylistic sequence, but there seems to

be a connection between them. All engage with the theme

of death by making reference either to the disintegration
of the human body or to the ritualistic ways by which
humans deal with death. All these series are informed
by a spirit of prophesy and a wish to ward off death. The
recurrent procession motif represents a coming to terms
with the inevitable while making the viewer part of the
process. But these motifs represent only one aspect of
these works. Mehutan’s work is open to other modes of
interpretation, always having to do with the recognition

that giving and compassion are within human reach.

While this interpretation is relevant to all three
series, each series also has additional aspects. The

series “Processions” is also - perhaps primarily - an
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discussed her work have pointed out. This is an important
observation, since it sets her output as an alternative to
mainstream artists whose works have been exhibited in
Israel’s central museums. The artists that were part of
this cannon have excluded the human element from their
work, pursuing instead conceptual and Want of Matter
art (the Israeli version of Arte Povera) - tendencies
which found the clearest expression in the renowned
1986 exhibition curated by Sarah Breitberg-Semel, “The
Want of Matter: A Quality in Israeli Art,” at the Tel Aviv
Museum of Art.

Most of the researchers and curators who have discussed
Mehutan’s work have focused on a particular period: the
sculptures she produced in the fifties and sixties. Tadmor,
however, examines her work in light of tendencies in the

art of the eighties. His arguments shed light not only on

"

S = N s . | . - |

Procession, 1966, walnut wood, 24x30x22
22x30x24 ;1ax xy , 1966 ,no17nn

191

her sculptures from the fifties but also on the works she
produced later in life, from the nineties onward. This
wide perspective allows us to regard her work not as an
individual phenomenon in Israeli art but rather as part
of an extensive tendency in local art which engages with
literary subjects, including biblical themes, such as death,
the father figure, or God. Indeed, Mehutan was included
in two of Gideon Ofrat’s group exhibitions which
presented artists who pursue the literary aspect of artistic
creation, “Towards a Godless Myth” (1985)!* and “The
Sacrifice of Isaac in Israeli Art” (1987).'

In the seventies and eighties, literary contents were
perceived in Israeli art as antithetical to conceptual

art. However, Mehutan’s work can be seen not only

as pursuing literary and mythical themes but also, at
the same time, as conceptual. This is most evident in
her works from the sixties and seventies, which are
characterized by abstraction and conceptualization of
images culled from reality to the point that they all

but disappear, while at the same time engaging with
sculptural problems related to volume, mass, and
hidden core. The series ‘“Processions” engages mainly
with a study of movement. In this series, Mehutan tries
to capture movement in static sculpture through the
changing relationships between the light and the figures
participating in the procession. This way of tackling the
issue is also typical of sculptors such as Donald Judd.
Mehutan’s conceptual approach was typical not only of
her work of the sixties and the seventies, but also of the
environmental works she produced in the eighties.
Works in these series, such as Mount Sodom, are
characterized by a recurring image. Each image is a
slight variation on another, and together they become
part of the language of conceptual art. Mehutan’s
combination of literary and conceptual aspects makes her

unique among Israeli artists.

Kampf, Ortar, and Miller regard Mehutan’s work as

part of a Canaanite tendency in Israeli art. This claim
should be examined against descriptions of the Canaanite
ideology by various scholars, including Benjamin
Tammuz (1980),'* Gideon Ofrat (2005),!” Yaacov Shavit
(1986),'* and David Ohana (2008).'° These scholars have
characterized Canaanism as an attempt to define local
identity as Hebraic, in opposition to a diasporic Jewish
identity. Canaanites wished to emphasize their connection
to civilizations of the ancient East, such as Mesopotamia,
Egypt, and Phoenicia, and embraced an archaic, primitive
style as expressive of this linkage. In this way, they aimed
to endow their work with a mystical air and construct,

as an alternative to Judaism, a mythology which bears a

strong connection to the local land.

Regarding Mehutan as part of the narrative of Canaanite
art seems questionable, especially as this claim was made
at a time when Mehutan’s work was already associated
with elements quite distinct from the local ones. In

her series “Lackawanna,” exhibited at the Museum of
Modern Art in Haifa in the early eighties, she explores
the mythical element through reference to the landscape
of the Lackawanna Valley in Pennsylvania and its
archaeological remains. In other words, the mythical
aspect of her work is not necessarily associated with the
land of Canaan, but is more universal in character. In
her works from the nineties and the first decade of the
twenty-first century, the mythical aspect is expressed
through Christian mythology. One may therefore disagree
with Kampf, Ortar, and Miller’s claim that, like Itzhak
Danziger and his sculpture Nimrod, which has become
iconic of this tendency, Mehutan’s work is part of a
Canaanite tendency in Israeli art. It should be pointed
out that Mehutan was well familiar with the archaic
sculptures in the collection of the Philadelphia Museum
of Art, having attended the Pennsylvania Academy of

Offering, 1964, strawberry wood, 60x70x40
40x70x60 .nin xy 1964 ,nnan

Fine Arts in the city. The archaic-like abstraction which
was part of her overall conception of sculpture may well
have been influenced - in terms of materials, forms, and
subject matter - by archaic art, but not necessarily in
the context of Canaanite culture. Moreover, the archaic
aspect seems to be associated much more closely with
the abstraction tendency in twentieth-century modern
sculpture, such as the works of Constantin Brancusi

and Jean Arp, than with the expressive efforts of the
Canaanite outlook.

Ofrat distinguishes a tendency in the Israeli art of the
late fifties (which he believes to have been avant-garde
in its pursuit of “the human condition”) characterized
by re-engagement with man as a subject and by an
affinity to literary expressions. This tendency was in

opposition to New Horizons’ focus on an international
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distance herself from this arena, having always felt a need
for solitude.! Mehutan herself points out that being out

of contact and secluded helped her formulate her artistic
path. “Solitude has forced me to look around and examine
my thoughts and feelings." she says. "When one has no

company, one is obliged to look into oneself.””

Hava Mehutan was born in 1925 in Philadelphia,
Pennsylvania, where she studied art at the Pennsylvania
Academy of Fine Arts. In 1946 she immigrated to Israel
and was among the founders of Kibbutz Hatzor. In 1950
she moved to Beersheba, where she engaged in artistic
creation, served as art advisor to the Mayor and headed
the Negev Museum of Art. In 1985 she relocated to
Jerusalem, and taught sculpture at the Israel Museum.
In the late nineties she moved to Karmiel in the north
of the country. In all those years she has never stopped

making art.

Looking retrospectively at Mehutan’s many years

of work, one may identify several thematically and
stylistically defined series of sculptures. Her work process
is characterized by trial and error. Gil Goldfine points

out in an article about her work that she is drawn deeply
into any subject she pursues until she exhausts it.* In the
fifties she focused on figurative sculptures of images
drawn from nature - mainly wood and stone depictions
of animals. In addition, she often produced human figures
and portraits at various levels of abstraction. In the

sixties and seventies she worked on the “Processions”
and “Offerings” series. In addition, in the early seventies
landscape became a key subject matter in her work.

This found expression in her series “Landscapes” and
“Signals”. She made sculptures which were abstractions
of topographic forms, and these evolved later on into
environmental works in the landscape itself, such as the

Mount Sodom and Hinnom Valley projects.
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In the series “Lackawanna,” exhibited at the Museum
of Modern Art in Haifa in the early eighties, Mehutan
engaged with landscape and nature as archaeological
materials that reflect “the human condition.” In addition
to their metaphysical aspect, the sculptures seem to bear

testimony, like an archeological reconstruction through

which one may study an extinct culture.* In this series,
the landscape theme is already charged with political and
social meaning. In the eighties Mehutan started making
installations, using readymade objects such as beds and
inexpensive materials that are not usually perceived as
worthy art materials. She used such materials as early as
her “Offerings” series, as well as in “Lackawanna.” In
the early nineties she returned once more to figurative

sculptures, producing bronze casts of human figures.

In 1997 Mehutan spent some time in Paris. During

her stay there, she saw a copy of a twelfth-century
religious icon by an unknown artist, called Thirty Steps
to Heaven - the original of which is held by the gallery
of Saint Catherine’s Monastery in the Sinai Desert.

(In the seventies she had often visited the monastery
and admired the gallery’s collection, particularly

this icon.) Following her encounter with this icon

and the Romanesque cathedrals in France, Mehutan
became interested in subjects related to faith in the
Middle Ages. This is evident in a series of works that
reference medieval art. It was at this stage that her work
started to combine themes related to Israeli landscape
and topical events on the one hand and the magical,
metaphysical themes of Christianity on the other. In the
first decade of the twenty-first century she would return
to environmental works and installations that pursue the
“here and now” of Israeli reality - such as the exhibition
“Shattered Bridge” (2010) at Beit Yad Labanim Gallery
in Karmiel, and the exhibition “A House Built on Sand”
(2013) at Yigal Allon House, Kibbutz Ginosar.

There have been three endeavors to draw a connection
between Mehutan’s work and the art scene in Israel. A
1980 study by Gabriel Tadmor explores her artistic output
until the early eighties and the connections between

her various series. Tadmor points out that these various

bodies of work may be seen, despite their thematic

and stylistic differences, as a continuous sequence.’

He further claims that Mehutan’s work is consistently
informed by a humane outlook that is essentially

derived from “the artist’s interest in human beings.”

In his article, he notes a connection between her work
and the anthropocentric outlook typical of Israeli art,
which, he believes, pursues man and nature as key
themes whose reciprocal influence the artist explores.
Tadmor’s observation that the linking thread between

all of Mehutan’s works is that they all pursue “the
human condition” (to use André Malraux’s words) is

the prevalent view among most of the critics who have
studied her work: Gil Goldfine (1978),° Haim Finkelstein
(1989),” Haim Maor (1989),® Anita Kushner (1989),° and
Shlomit Shaked (1989)."°

The second attempt to explore the connection between
Mehutan’s work and the spirit of Israeli art was made

in 1980 by Avram Kampf, Ilana Salama Ortar, and Irit
Miller, who pointed out the mythical aspect in her work
and associated it with the myth of Canaan in local art.!!
The third attempt to draw this connection was made in
2008 by Gideon Ofrat, who characterized Mehutan’s
work in the fifties as part of the “second generation” of
artists, which followed the 1948 generation.!? In his view,
this was a generation which, although producing art in
the same years as the New Horizons artists, consisted of
younger artists, including Avraham Ofek, Yosl Bergner,
Michael Gross, Shmuel Bonneh, Hava Mehutan, Lea
Nikel, Louise Schatz, Avigdor Arikha, and David

Palombo. "

One could claim that, looking back on seven decades
of artistic production, Tadmor’s claim is still valid.
“The human condition” has remained a central axis in

Mehutan’s work, as most of the art critics who have
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Hava Mehutan in the yard of her Beersheba home, with works from the “Offering”
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and "“Procession” series, 1965

THE NEED FOR SOLITUDE:

HavA MEHUTAN’S WORK IN THE CONTEXT OF ISRAELI ART

SORIN HELLER

Hava Mehutan’s works were held in high esteem by the
Israeli art scene already in her early career. She was the
recipient of the first scholarship for studies abroad awarded
by the America-Israel Foundation in 1956. In 1965 she
represented Israel (together with Louise Schatz and Yosef
Halevi) at the eighth Bienal de Sdo Paulo, Brazil, where
she was awarded the Silver Medal. Her works throughout
the 1950s and 1960s gained recognition in Israel and
abroad. This was clearly reflected in the fact that in 1959
she presented a one-person show at the Tel Aviv Museum’s
Helena Rubinstein Pavilion for Contemporary Art. In the
1980s, briefly, there was some research into her work,

but over the years it has not been given the exposure

and attention it merits. Her two most exhibited bodies of
work, which have also gained critical attention, are the
sculptures created in the fifties and those of the eighties,
which convey social and political outlooks. Some of the
works made in the sixties, seventies, and nineties gained

significant attention abroad.

Despite the recognition which Mehutan’s work received in
Israel and overseas, she never held one-person

shows — with the exception of the aforementioned 1959
show at the Helena Rubinstein Pavilion — at Israel’s
central museums, that is, the Israel Museum, Jerusalem,
or the Tel Aviv Museum of Art. Looking back on seventy
years of artistic production, this makes one wonder why.
A partial answer may be found in the artist’s biography.
Mehutan chose to live in the periphery of the country,

far from the center of artistic discourse, and perhaps that
is why she has remained “off the radar” for the artistic

establishment. However, this is an incomplete explanation.

Be that as it may, her oeuvre has never been properly
studied in relation to key tendencies in Israeli art, and
therefore there is no accumulated body of knowledge
that allows one to take a wide perspective on her
work. Therefore, it is the aim of this article to explore
Mehutan’s work in light of key developments in Israeli

art over the years.

From the outset, Mehutan regarded art both as an artistic
calling and as a way of contributing to society. This
was in accordance with her outlook and activities at the
time prior to the establishment of the State of Israel,
and her ideological belief in the Zionist movement and
pioneering spirit. Even after she left the kibbutz she had
co-founded, she continued to regard her art as a way

of giving back to society. This is well exemplified in
her series of works “Offerings.” The wish to combine
creativity with pioneering, and later on with references
to Israeli political and social reality, has informed her
long artistic career. It is in light of these characteristics
that one must analyze, for instance, the presence of the
human figure and Israeli landscapes in her works.

Mehutan’s work draws on the vistas of this country as
well as its people, on local history and culture as well

as topical events. It is distinguished by an inability to
easily ascribe to it any specific “-ism” typical of periods
in Israeli art. As mentioned above, Mehutan had a clear
preference for working in the peripheral regions of the
country, first in the Negev and then in the Galilee, rather
than in Tel Aviv, which has always been the center of the

Israeli art scene. It seems that she consciously chose to
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MY MEETINGS WITH HAvA
Dalia Meiri

My first meeting with Hava Mehutan took place in the
1970s, while I was still a young, married student enrolled
at the Bezalel Academy of Arts and Design in Jerusalem.
I was experimenting independently with wood and

stone sculpture at a time when the prevalent outlook at
the academy was conceptual, and consequently these

materials were regarded as anachronistic and of no value.

I traveled to the Negev in order to meet Hava, who was
living in an oasis she made for herself in the Old City of
Beersheba. I met an artist who was also a wife and mother
of three children and was running her life in both worlds -~ her
home and studio - with composure and tranquility. The
sculpture garden in the inner courtyard of her home was
a green, shaded, flowering garden full of her old works.
This calm, beautiful island of art stood in contrast to

the windy, dusty desert and to the loudness of the street
culture which surrounded it. This collection of sculptures
allowed me to apprehend the artistic path taken by Hava,
who had started out with the human figure and then made
a transition to abstraction. At the time, she was making a
series of sculptures called “Landscapes,” which consisted
of abstract forms. When I asked her which landscapes
she was referring to, she insisted that they were, “first
and foremost, mental landscapes, states of mind.” Hava
used only manual tools to produce her works, whether
carved in wood or chiseled in stone. Her pieces in these
materials were every bit as contemporary as works made
in what were deemed at the time the “right” materials

for sculpture, such as polyester resin or metal. I, for my
part, was in a rush and used electric and pneumatic tools.

Hava claimed that tools must not be hurried, lest they
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get ahead of you while working on your sculpture. She
treated me, the student, as a colleague, and there was
nothing patronizing about her attitude. At the end of
that year, [ invited her to Bezalel as one of the external
critics of students’ works. She astonished everyone with
her understanding of artworks quite different from her
own and her straightforward, on-the-mark critiques of

conceptual pieces.

We have kept in touch over the years. Hava used to
participate in art events in Israel and abroad. We met

at one of them, a sculptural event organized in 1984 at
Mount Sodom, a nature reserve overlooking the Dead
Sea, by the sculptor Ezra Orion (with the Center for
Visual Art, Beersheba). On top of this mountain we
made temporary environmental works. We worked on
our pieces for one entire day, devoted the second day to
discussing them, and on the third day we dismantled our
works and returned the terrain to its former condition.
Hava surprised us all by making a politically critical
environmental work. She dug up rows and rows of
rectangular, grave-like holes in the white lissan marl,
and placed next to each a sack filled with its contents
(pp. 120-123). It was a short while after the Lebanon
War. When discussing the work with students, Hava
tried to avoid speaking about it too explicitly. Finally,
she said, “Everyone who lives in this country will know
what we have here. The rows of holes in the ground
and the sandbags are arranged so as to suggest that
there is no end to the holes to be dug.” I realized then
that a new Hava was born! She was no longer an artist

engaged with her own world, producing a personal oasis

in the desert or in the bustling city, but rather a politically
engaged artist who does not shy away from speaking

her mind and producing artworks critical of her society.
It is to Hava’s credit that all her socially critical works
are superb works of art from the point of view of her
treatment of material, surroundings and space, and are

never superficial or over-simplified.

In the late 1980s Hava and Asher left their home in
Beersheba and moved to Jerusalem. I admired this ability
to leave behind the oasis she had made with such love
over so many years and start anew, with great energy, in
a new place at an age when most people choose to retire.
Among Hava’s works during those years there is a series
of installations titled Situation (pp. 112-115). These are
difficult, tortured images of wounds seeking remedy.
These works are a daring return to figurative images.
Some have parts of hands and legs carved in wood,
others depict passive, anonymous target-practice human
figures. In the 1990s she made a series of figures wrapped
in plaster bandages, defending themselves in extreme
situations. She has always shown a remarkable ability

to choose freely between abstraction and figuration,

depending on the nature of the work and her inner need.

Due to the vicissitudes of life Hava had to relocate

once again a few years later, and in 2000 she moved to
Karmiel and started, for the third time, a new phase in
her life and work. Once again, she went to the studio
and poured her heart into her work. Her 2010 exhibition
“Shattered Bridge” at Beit Yad Labanim, Karmiel

(pp. 160-161), featured a complex installation which

expressed both her personal pain at the loss of her life
partner, Asher, and Israeli society’s anguish due to a
constant state of war. This exhibition, produced in the
ninth decade of Hava’s life, conveys boldly, with unique
expressive powers, her disillusionment with this society

and its leadership.

To me, Hava is an exemplary model of a woman artist
for whom life and art are inseparable. As she once said to

me, “I did not choose sculpture, it chose me.”
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FoOrREWORD

The idea to publish this book was born while my mother,
Hava Mehutan, and I were busy putting the archive

of her works in order and translating her sketchbooks.
Toward the end of the ninth decade of her life, both of
us felt the need to bring together a selection of works
that would provide a retrospective look at her life’s
oeuvre. Working alongside her has been extremely

informative and enjoyable. I have grown up with her

ke

Hava Mehutan in her studio at the Artists’ Studios, Jerusalem, 1992
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works around me and they are well familiar to me. They
formed the landscape of my childhood — and as such,
have accompanied me throughout my life. However,

the process of bringing together this book has afforded
me a deeper understanding of the ways by which my
mother’s art and life are inextricably bound together.
They are mutually enriching layers, whose combination

results in her unique, multifaceted view of the world. In

her gaze wisdom and innocence, reality and imagination,
seriousness and humor, and a great deal of freedom are

interwoven together.

Hava Mehutan’s entire body of work includes many
hundreds of sculptures, installations, and paper works
(paintings, drawings, prints, and collages). Naturally, it
cannot all be included in one book. Consequently, we
have endeavored to present a selection of works which
may represent her life’s work. In doing so, we aimed to
choose works that represent subjects and notions with
which the artist had engaged for prolonged periods of
time, and are therefore indicative of the development of
her creative work. Our wish was to present a selection
that reflects the great variety of themes and creative
forms she has taken up over the years, as well as the
diversity of materials and their usage. We were not
always able to include the works we wanted. Often, the
photographs at hand dictated our choices, since many
of the artist’s works are dispersed around the world —
displayed in private home, art galleries, and

museums — and we were not always able to receive good

pictures of them.

Many people have taken part in the production of this
book, without whose efforts, help, and input it could

not have been published. We would like to extend our
heartfelt thanks to all of them. Our deep gratitude goes to
Dr. Sorin Heller for his thorough research of the artist’s
life in the context of Israeli art. Special thanks are due to
the sculptor Dalia Meiri for her heartfelt, warm portrayal

of Hava Mehutan from a personal and artistic viewpoint,

and to the curator Shoshi Nerson Norman for her

innovative, fresh viewpoint on Mehutan’s works.

We are grateful to all the curators and authors whose
texts have shed light on different aspects and periods in
my mother’s work over the years. Interspersed among the
works in this book are insights by Yifat Ben Natan, Haim
Finkelstein, Mira Friedman, Gil Goldfine, Shoshi Nerson
Norman, Levia Stern, and Gabriel Tadmor. Thanks go to
the Hebrew text editor, Yaron David, and to the English
translator, Einat Adi, who expertly edited and translated
the book’s texts.

We extend our deepest gratitude to all the dedicated
assistants who have worked in the studio by my mother’s
side over the past years. We are particularly thankful

to Helena Chashka and Abiru Lilo for their great daily
help at the studio and for their generous commitment in

helping produce her exhibitions.

We acknowledge the invaluable contribution of Achsa
Benaya Paz, who is not only the graphic designer of the
book but also a dear friend. She has accompanied this
book from start to finish, and for countless hours has put
all her love and professionalism into its making. Thanks
to Eynel Wardi for her helpful suggestions. And finally,

I am grateful to Yohanan, my dear partner, for his critical
eye and wise advice, and for being so quick to come to

our help whenever the need arose.

Lea FiscHMAN DAROM
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Hava MEHUTAN

Artistic Oeuvre
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1951 VAW N2 ,NTIAYA |NINN NIN



Hava Mehutan at work, Beersheba, 1978
1978 VAW IN2 ,NTIAVA |NINN NIN



	Bookmark 1

