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 Israeli-American sculptor Dalya Luttwak has earned an 

international reputation as a master metalsmith. For over three 

decades she has distinguished herself  in the handmade production 

of  jewelry, Judaica, hollowware, and small sculpture in a variety 

of  metals. In 2007, taking big leaps in size and concept, she began 

making large-scale welded steel sculptures that recreate the natural 

color and configuration of  plant roots.3 Luttwak bases these open, 

linear structures on actual roots that she digs out of  the earth, 

collecting them on her global travels and closer to home on her daily 

walks in and around her lush garden in Chevy Chase, Maryland. 
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     there is something at once melancholy and exalting about this: 

t h e  s c u l p t u r e s  a r e  s u g g e s t i v e

   

    of the transience of h u m a n  a c h i e v e m e n t

       and of the stubborn, even indifferent 
        r e s i l i e n c e  o f  n a t u r e.2

The initial impetus for her root series, in fact, happened right in 

her front yard. The extraordinary site of  a massive maple tree that 

uprooted from a localized tornado revealed to her a mesmerizing 

entanglement of  roots—a vast underground universe—the 

intricacies of  which the artist never previously contemplated.4 

 Luttwak freely enlarges the tiny root specimens of  her 

sources into expansive metal forms that climb down walls and 

sprawl across floors of  the spaces they invade, creating shadow-

filled environments that are at once haunting, whimsical, and 

mysteriously beautiful. For the first solo exhibition of  her root series 
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at the American University Museum in 2008-09, Luttwak stressed, 

with willful subversion, the organic aspect of  her structures. She 

painted her works in natural colors and patinas, for example, “to 

suggest tension and discrepancy” in the outdoor sculpture garden—

an imposing site enclosed by tall concrete and travertine walls.5 

With some roots resembling delicate branches and others spindly 

prehistoric creatures, she animated the cold, gray environment 

with her earthbound, skeletal forms. As the fall turned into winter, 

leaves, bird droppings, and other natural detritus fell onto the works 

and some of  the steel rusted, all giving the feeling that life would 

return—and even take root—in this unforgiving space.

 For her current site-specific exhibition at the Sawhill Gallery, 

this innovative sculptor has taken another yet equally compelling 

approach to her subject. Luttwak decided to paint her sculptures in 

stark black and white—after a revelation she had upon seeing the 

Sawhill space for the first time in March 2009. She felt the synthetic 

look of  black and white perfectly suited the industrial character of  

the space—with its black metal ceiling and visible heating ducts, 

slatted wood walls, and heavy concrete floor. Taking the roots one 

step away from a natural appearance (hence, farther from their 

sources) ensures that viewers will not confuse them with actual 

nature. Luttwak stylized her roots—bringing out what she calls 

their “concentrated cores.”6 Indeed, by painting the main arteries 

black, and the smaller, thinner, ancillary roots white, she threw 

these winding, wiry forms into sharp relief, which at once heightens 

our awareness of  their literal reality and perhaps paradoxically 

abstracts them.

 Luttwak executed seven black-and-white sculptures to inhabit 

the Sawhill Gallery, and placed two others (painted in bright red) 

in public, outdoor locations.7 The Sawhill installation evokes a 

subterranean cavern, in which viewers witness roots growing in 

their natural direction—downward. Thus, certain roots hang 

from the ceiling, but others crawl across the walls or twist onto 

the floor. One sits firmly on the ground. All cast abstract shadows 

that extend the sculptures’ presence. Luttwak wanted to present 

a variety of  roots in order to show their distinct characters and 

unique growing patterns. There is Parsnip-Vegetable (Pastinaca sativa), 

framed by a vertical wood panel and emerging from the ceiling 

like a spindly vertebra—its central bone touching the ground to 

stand in precarious balance. To its right is Silver Maple-Tree (Acer 

saccharinum)—a pair of  roots that recall two diagonally adjacent 

spiders splayed out in circular fashion to walk along the wall. 

Bamboo-Grass (Phyllostachys aurea) starts from the ceiling, winds down 

the length of  a corner and unabashedly spills out onto the floor, 

asserting its strong, tenacious, and energetic forms. In contrast, 

Brownwood- Grass (Gutierrezia sarothrae) hangs down in three separate 

but related parts in longer, limper tentacles that resemble expired 

electrical wires. 

 Enlivening the opposite side of  the Gallery is Weed from My 

Backyard, which stretches out like a winged insect whose skeletal 

limbs turn a corner to show its full glory. The nearby Onion-Vegetable 

(Allium cepa) is the most anthropomorphic of  the group, suspended 

from the ceiling as a tripartite shape that increases in diameter 

from head to base, suggesting three stages or generations of  the 

same root. With its dancing legs dangling just short of  touching the 

ground, its smaller, denser, and more intricate ancillary roots look 

like icicles or stalactite formations. Finally, the most distinct of  the 

sculptures, the one that sits stubbornly like a hairy bug, is the nest-

like Palm-Tree (Palmaceae), which is based on the fragment of  a palm 

tree root that washed up onto the shore of  a Barbados beach that 

Luttwak visited in January 2008. Inspired by a tightly entangled 

cluster of  branch-like roots that presumably picked up other plant 

and animal life on its voyage, Palm Tree is the most compact and 

mysterious of  the works, as if  hiding a secret within. It functions 

formally as a place of  resolution, where all the centrifugal energies 

of  the other sculptures come to a rest. 
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 Yet there is nothing resolved or fixed about this installation 

or Luttwak’s work at large. Indeed, what is most exciting about 

her sculptures is the myriad of  meanings and metaphors they 

embody and suggest, and how their symbolic content shifts and 

expands as the artist re-transforms and re-contextualizes them. 

Luttwak’s installation leaves us wanting to know more. Why have 

roots captured her imagination and become a source of  seemingly 

infinite inspiration? How do her transformations from real roots 

to constructed sculptures create meaning? What are the artist’s 

deeper aims and motives?

 It is critical to understand that Luttwak’s central desire is to 

unearth that which is hidden—psychologically and physically—

from our ordinary field of  vision and daily experience. With her 

series, she seeks “to uncover the hidden structures and shapes of  the 

roots of  different plants, exploring differences and relationships 

between the parts above ground and the parts below.…  [Her] 

motive is to uncover and discover roots even when they are hidden, 

indeed especially when they are hidden.”8 Here she refers both to 

the hidden stories of  her own family—persecuted Jews who fled 

Czechoslovakia for Palestine on the eve of  World War II—to the 

hidden dimensions of  our natural/physical environment. The 

artist ponders what lies beneath the ground or below the surface—

metaphors for the unconscious/subconscious, or the thoughts 

and intentions that we as humans keep private. Her work compels 

us to contemplate all that we cannot see in the world, and by 

extension, all that we cannot know or grasp. A kindred spirit on this 

existential issue is Chilean poet Pablo Neruda, who muses in The 

Book of  Questions, a favorite of  Luttwak’s: “Why do trees conceal the 

splendor of  their roots?”9

 Luttwak’s work engages not only philosophical but also more 

earthbound matters rooted in biology and botany. In addition to 

researching internet sources for images, she consults Plant Roots: The 

Hidden Half—an authoritative reference book edited by Yoav Waisel, 

Amram Eshel and Uzi Kafkaf, renowned root scientists.10 She gives 

her works Latin titles (to correspond with their scientific names), as she 

cares about the specificity of  the plants she recreates. She examines 

the different stages of  roots and their adaptations to differing 

conditions, and even retains the dirt clumps stuck to the roots that 

she extracts from the ground. Recognized for their botanic sensitivity, 

three of  her sculptures were even selected for Flora: Inspirations, a 

2009 juried exhibition at the United States Botanic Garden—the 

oldest and one of  the most important living plant museums in North 

America. Guest Curator Matt King singled out Luttwak’s works for 

the way they “show us the sinewy elegance of  rootlike forms.”11

 The artist made her strongest connection to root science 

last spring when she visited the Sarah Racine Root Research 

Laboratory in Tel Aviv, upon the invitation of  ecophysiologist Dr. 

Amram Eshel, the author of  the book she had been consulting and, 

coincidentally, a relative of  hers by marriage.12 As the world’s first 

and largest aeroponics laboratory, the Racine Center simulates 

aspects of  the natural underground environment of  a vast spectrum 

of  diverse and ever-changing desert plants.13 This extraordinary 

facility nourishes roots as they grow in the dark, which, much to the 

artist’s amazement, appear not in natural colors but in stark black 

and white. It was a revelation that affirmed for her the rightness of  

her black and white roots for the Sawhill Gallery. But it was also an 

“almost prophetic encounter,” according to Luttwak, because of  

the Lab’s location in Israel, the ancient land where her transplanted 

émigré parents “put down roots into the soil of  the parched Middle 

East as new-made farmers,” and the place where she put down her 

own first roots.14 Making the link between the root research of  Dr. 

Eshel, who extracts energy (bio fuels) from desert plants to enrich 

her arid homeland, and her own sculptural investigations of  roots 

as metaphors for the Zionist farmers who nourished this barren 

land was transformative for Luttwak. Dr. Eshel himself  recognized 

the affinity of  their projects and the significance of  her botanically 
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attuned sculptures, writing to the artist: “your works capture the 

essence of  the variable structure of  plant root systems. Not many 

people are aware of  the intricacy and beauty of  root systems. Your 

work may make them aware of  it.”15

 Luttwak’s scientific predilections extend to her knowledge 

of  metals and her largely self-taught engineering skills. Trained in 

metalsmithing, silversmithing and blacksmithing at Montgomery 

College in Rockville, Maryland and at Kibbutz Ein Shemer in 

Northern Israel, she knows the properties of  various metals and likes 

to exploit their unique qualities as well as to test their possibilities.16 

She prefers steel (a tough alloy of  iron containing carbon of  varying 

amounts) because like iron it rusts, a form of  corrosion that occurs 

when ferrous metals are exposed to water and oxygen. Steel also 

eventually disintegrates (with enough time the oxygen, water, and 

iron mass all convert to rust). As Luttwak poignantly noted: “The 

sculptures are made out of  steel, which like plant roots come from the 

earth and return to it upon decomposition.”17 In addition, she likes 

that steel is “forgiving,” in the sense that the “mistakes” that result 

from forging and the rough textures created by welding actually 

enrich the already imperfect and variegated surfaces of  the material.

 But the character of  steel that most compels Luttwak is its 

tensile strength, which contributes to its dual nature. While steel 

is known for its hardness, it is also pliable, but only under extreme 

pressures of  heat and/or stress. She thus heats her steel rods one-

by-one in her studio forge, seizing the small window of  opportunity 

that hot steel allows for bending and manipulation, with an intensity 

of  focus and much physical exertion. 

 The artist enjoys using hard steel to make something as 

delicate as roots. Noting this dichotomy in her work, curator Jack 

Rasmussen wrote of  her installation at the American University 

Museum that it “shows the power of  persistence and strength, even 

as its subtle beauty belies it potency.”18 Luttwak also prides herself  

on how she works this tough metal alone, with no assistance, and 

on the fact that she rarely sends her sculptures out to be cast at a 

foundry. Working in steel, furthermore, enables her to connect to the 

can-do spirit of  the Israeli women of  her generation, as well as to an 

age-old activity, as humans since antiquity have been transforming 

iron and its alloys into knives and other functional objects; steel 

was even mentioned in the Bible.19 Indeed, for years she thought of  

herself  as a maker—a skilled yet humble worker who shapes metal 

into objects of  tangible or practical use, as opposed to an artist who 

sculpts for display or other cultural purposes.

 Like an engineer of  sorts, Luttwak deliberates about how to 

construct her sculptures and how to physically install her works 

in a range of  exhibition spaces. She makes small and surprisingly 

delicate graphite and pen drawings to figure out how to enlarge 

tiny root formations into large sculptures (sometimes, for example, 

working from a one-inch root segment to make a twenty-three-

foot structure). She designs clever, unobtrusive joints to connect 

the various parts of  her sculptures, which she creates in separate 

sections in order to facilitate their construction/deconstruction, 

transportation, and storage.20 In preparation for the Sawhill instal-

lation, Luttwak sought to simulate the conditions of  the Gallery 

inside and outside her smaller studio space so that she could effec-

tively suspend and attach her works to the Gallery’s walls, ceilings, 

and floors. Such re-creation enabled her to take into account the 

weight, height, and size of  each piece, while assessing critical matters 

of  gravity, movement, and stability.  

 Luttwak freely admits, however, that the essence of  her work 

lies not in its scientific accuracy nor in the precision of  its technical 

construction, but rather in its artful deviation from actual roots 

or botanical specimens. “This is sculpture, not botany,” she told 

landscape historian John Beardsley.21 The aesthetic transformations 

and creative distortions that she makes (in size, scale, shape, 

texture, color, and context) as well as the manner in which she uses 

modernist and post-modernist strategies, for example, give her 
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work visual and historical potency. Having been a student of  art 

history at the prestigious Hebrew University of  Jerusalem, Luttwak 

is well versed in the languages of  modernism. Her sculptures take 

cues from Surrealism in how they reveal what lies beneath visible 

surfaces, or beneath consciousness. Her use of  shadows recalls 

Dada and Surrealist fascination with the Fourth Dimension, and 

evokes Man Ray’s rayographs, whose shadowy abstractions formed 

by the traces of  real objects imprinted by light onto photographic 

paper take on eerie, otherworldly lives of  their own. Luttwak’s 

work resonates physically and psychologically with the enormous 

steel spiders of  Louise Bourgeois, in how they both embody family 

history in their amplified plant and animal forms. Their roots and 

spiders, respectively, express comparable paradoxes in the natural 

world: the co-existence of  strength/tenacity versus fragility/

vulnerability and the menacing/dangerous versus the protective/

nurturing.22

 Luttwak’s sculptures also manifest key tenets of  post-

Minimalism, according to independent curator Laura Roulet, who 

included the artist’s work in Bilateral Engagement—a recent exhibition 

on contemporary conceptual sculpture that Roulet organized for 

the Art Museum of  the Americas. In her essay for the exhibition 

catalogue, Roulet referenced critic Lucy Lippard and artist Robert 

Morris, who in the later 1960s coined the phrases “eccentric 

abstraction” and “anti-form” to define the “subversive response” 

that artists had to Minimalism.23 Artists such as Eva Hesse, Louise 

Bourgeois, Bruce Nauman, and Keith Sonnier reacted to the rigid, 

stripped-down, industrially fabricated geometric forms of  the 

Minimalists, who discarded illusion and symbolism as deceptive 

and who compelled viewers to examine an artwork’s relationship 

to its environment as well as their own relation to the object 

and its space. While Hesse and others utilized the pared-down 

aesthetic of  Minimalism, their “subversive response,” in Roulet’s 

words, “signaled a return to handmade fabrication, organic and 

mixed media materials, psychological and narrative content, 

anthropomorphic and biomorphic shapes.” Roulet pointed in 

particular to Luttwak’s “attention to texture, unconventional 

materials and hand-fabrication” and to how “the artist’s hand and 

personal content are evident” in her “seemingly abstract forms.” 24

concluding remarks:sculpture as metaphor 

 What is the “personal content” that resides in Luttwak’s 

distinct form of  “eccentric abstraction”? This essay previously 

mentioned the artist’s fascination with the hidden stories of  her 

family, “a subject of  [her] constant curiosity.”25 This hidden aspect 
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of  her genealogy takes on deeply disturbing dimensions in light of  

how Jews of  her parents’ generation would have been forced to hide 

their identities (hence, bury their roots) or go into hiding to survive 

the genocide perpetrated throughout Nazi-occupied Europe. Her 

parents uprooted in 1939 from the Slovak part of  Czechoslovakia, 

leaving behind discrimination, suffering, and imminent death (her 

father’s immediate family would all perish in Auschwitz) and re-

rooted in the holy land of  Palestine, looking ahead to a future of  

hope and fertility. Indeed, Luttwak’s sculptural roots assertively turn 

and contort as if  to adapt to conditions and obstacles in their midst; 

this speaks literally to the extraordinary feats that real roots must 

make to endure and symbolically to the tenacity of  her forebears 

who struggled to survive under the direst of  circumstances and 

against all odds. Her roots—standing as figurative connectors 

or umbilical chords to land, home, people, and past—are thus 

metaphors not only for her own family’s traumatic and triumphant 

experiences but for the condition of  the Jewish Diaspora at large. 

 But Luttwak’s family story cannot be simplified into a clear, 

progressive journey from the evils of  war-torn Europe to the 

promises of  Palestine, just as her sculptures cannot be reduced 

to simple abstractions of  plant roots. Digging deeper, we find 

more nuanced territory. Her Zionist father Imre, when entering 

Palestine as a twenty-five-year-old refugee, faced not safety but 

forced detention for six months by British authorities controlling 

the region at the time under the British Mandate (1917–1948). Her 

mother Vera, wealthier and skeptical of  Zionism, was separated 

from her parents for five years when she was sent as a teenager to 

Palestine, not knowing if  she would ever see her family again.26 

Forever longing for the legendary thermal springs and picturesque 

mountains of  her native Piestany, she could never cut the roots 

to her childhood home. While putting down roots as farmers in 

the wilderness of  the Northern Galilee made her parents (in the 

eyes of  their more urban brethren in Tel Aviv and Jerusalem) 

worker-heroes, the true pioneers of  the new homeland, they were 

also burdened by overwhelming challenges and hardships. These 

included adapting to the climate and culture of  the Middle East, 

reviving and modernizing the ancient language of  Hebrew (spoken 

with self-conscious anxiety and accents), and reconciling their 

intellectual values with the hard rural/manual labor that building 

the country required. Like most of  their generation, they lived with 

the omnipresent fear of  being uprooted by hostile Arab neighbors, 

most of  whom never accepted the British policy, which gave part of  

Palestine to the displaced Jews of  Europe and the world, and which 

spawned the founding of  the Israeli State in 1948.27

essay continued on page 33
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 Luttwak grew up in this atmosphere, nurtured on the one 

hand by the practical, socialistic rigors of  the left-wing Kibbutz 

Sde Nehemia on which she was born, and on the other by the 

equally demanding intellectual standards set by the large numbers 

of  distinguished European émigré scholars who taught in the 

primary and secondary schools she attended.28 She is a proud first-

generation Israeli, who was an officer in the army and a Sabra, 

whose Zionism was fueled by the determination to never again 

allow the Jewish people to be the victims of  a Holocaust.29 So her 

decision in 1972 to leave Israel for the United States with her first 

of  two children and her military historian husband (with his own 

complex Diaspora-roots) was difficult. Luttwak hoped the move, 

intended for her spouse to earn his Ph.D. at the Johns Hopkins 

University, would be temporary, as she saw it as a kind of  betrayal 

of  her generation and her parents’ life work. Ultimately, she found 

ways to reconcile her dual identity, as she has made the Washington, 

D.C. area her home and studio for nearly thirty-eight years. 

 The artist remains bicultural, keeps dual citizenship, and 

returns to Israel annually. She maintains close ties to friends and 

family there; her daughter Yael made an award-winning film about 

Palestinian and Israeli women coming together in peaceful dialogue 

around diet; and her husband Edward consults with Israeli officials 

on the future of  the State. Like many Israelis who are intensely 

engaged and well read in current events, she holds strong opinions 

about Israeli politics, the Palestinian intifada, and a two-state 

solution for Jews and Palestinians for the disputed regions of  the 

West Bank, Gaza, and East Jerusalem. Her attachment to Israel is 

perhaps best expressed by her desire to get her parents’ life stories 

officially recorded in Tel Aviv’s Museum of  the Jewish Diaspora in 

order to firmly secure their roots into the history of  the State.30 

 Even though Luttwak’s ancestral and sculptural roots stretch 

back (biologically and metaphorically) to her European and Israeli 

pasts, being the optimistic realist she is, this citizen of  the world 

looks forward in her art and life. When asked about future projects, 

the artist speaks passionately about a new idea—a deliberate 

intervention of  her bright, wildly twisting root sculptures into the 

stately, manicured gardens of  historic museum sites in the mid-

Atlantic region. She envisions setting her constructed roots within 

the natural plants of  such gardens, intertwining the real and the 

imaginary and the actual and the fantastical in ways that would 

surprise if  not confuse visitors, compelling them to wonder whether 

real roots could in fact grow in the manner that her sculptures 

show and if  so, under what conditions. Such juxtapositions would 

necessarily upset our expectations and unsettle our deeply rooted 
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assumptions about the natural world. The dynamic encounter 

of  two such seemingly opposite presentations of  nature (real vs. 

fake), however, might also remind us that that they are not so much 

opposites as two examples of  the same phenomenon, that is, two 

ways in which we claim nature (or our conceptions of  nature) and 

shape it to our own needs, values, desires, and ambitions. 

 Elaborating on Luttwak’s novel concept, one can see her 

moving even bigger and bolder in her work—amplifying the size and 

scale of  her roots and planting her sculptures in boundless natural 

environments beyond the confines of  established museum and 

gallery spaces.31 Her sculptures would disrupt, claim and/or reclaim 

such environments, taking over and thus transforming space on a 

grand scale—not unlike the provocative earthworks of  the 1960s 

and ‘70s described by theorist Rosalind Krauss in her iconic essay 

Sculpture in the Expanded Field.32  However Dalya Luttwak expands her 

roots, we can be certain that this inventive sculptor will continue to 

lay fertile ground to visually confound and intellectually challenge 

her growing audiences for years to come.

Dr. Laura Katzman, curator of  Dalya Luttwak, Roots: The Hidden Half  

in Black and White, is Associate Professor of  Art History at James 

Madison University. A scholar of  modern American art, she has 

published articles on public art, museum studies, and documentary 

photography. The co-author of  Ben Shahn’s New York: The Photography 

of Modern Times (Yale University Press, 2000) and Ben Shahn and the 

Passion of  Sacco and Vanzetti (Rutgers University Press, 2001), she 

is currently co-organizing a 2011–12 retrospective exhibition on 

the New Deal photography of  Louise Rosskam and writing the 

accompanying book for the American University Museum.

1 Much of  the biographical content for this essay derives from a series of    

 interviews that I conducted with Dalya Luttwak in her home in Chevy   

 Chase, Maryland and en route to Harrisonburg, Virginia (May 12, 2009; 

 July 22, 2009; October 13, 2009; January 22, 2010). I am thankful for   

 the opportunity to have worked with Ms. Luttwak, a remarkable sculptor   

 whose art is deeply moving and life-affirming. I am grateful to Leslie   

 Bellavance for her encouragement and unwavering support for this  

 project and to Gary Freeburg for his keen eye and impeccable design  

 skills, which ensured a stunning exhibition. My gratitude extends as  

 well to the multi-talented Sam Hunter, and to Nicholas Acker, a great   

 supporter of  this endeavor and a superb editor.

2  John Beardsley, in Beardsley, Jack Rasmussen and Barbara Rose,  

 Dalya Luttwak, Hidden: A Sculpture Installation (Washington, DC:  

 American University Museum at the Katzen Arts Center, 2008): 11.

3  In 2001, Luttwak made her first large-scale polychrome steel and  

 aluminum sculptures, as a tribute to the human losses of  the 9/11  

 terrorist attacks on the United States. Strongly geometric, these works   

 address currents events more directly than her roots series.

4  Beardsley wrote: “A large silver maple was ripped from the ground and   

 flung onto her car, crushing it; the root ball was lifted from the ground  

 and lay exposed to air and light.” See Beardsley, et al, 8. According to   

 Luttwak, silver maples are known for their weak root systems that do  

 not effectively support the weight and size of  the trees.

5 Dalya Luttwak, “Artist Statement,” in Beardsley, et al, 3.

6 Dalya Luttwak, “Artist Statement,” in this catalogue, p. 40.

7 This site-specific installation grew into a larger public art project for   

 James Madison University and the City of  Harrisonburg. Luttwak   

 placed Mangrove-Tree (Rhizophora mangle) on the front porch of  Duke  

 Hall on JMU’s West Campus and Red Bamboo-Grass (Phyllostachys nigra)  

 in the Smith House Sculpture Garden at the Arts Council of  the Valley  

 in downtown Harrisonburg. Mangrove, which will remain for at least  

 two years, complements JMU’s Sculpture Annual’s commissions in  

 the Duke Sculpture Garden. Red Bamboo, which will stay on view until 

 at least June 2010, is the result of  a town-gown collaboration that has   

 contributed to campus discussions regarding the establishment of  a  

 more formalized public art program at the University.

8 Luttwak, “Artist Statement,” in Beardsley, et al, 3.

9 The full poem “Tell Me, Is the Rose Naked?” reads: “Tell me, is the rose   

 naked or is that her only dress? Why do trees conceal the splendor of    

 their roots? Who hears the regrets of  the thieving automobile? Is   

 there anything in the world sadder than a train standing in the rain?” 

 Published in Pablo Neruda, The Book of  Questions, translated by   

 William O’Daly (Port Townsend, WA: Copper Canyon Press, 1991; 2001).  

 The original Spanish text was completed in 1973. Luttwak quoted Neruda  

 in “Artist Statement,” Beardsley, et al, 3.

10 Yoav Waisel, Amram Eshel and Uzi Kafkaf, eds., Plant Roots: The Hidden   

 Half (New York, NY: Marcel Dekker, third edition, 2002).

11 Matt King, “Still Life with Flora,” in Flora: Growing Inspirations (Washington,  

 DC: United States Botanic Garden, 2009): 3.

12 Luttwak had been consulting Dr. Eshel’s book before she learned that he is  

 a cousin of  her aunt, a fact she found out before leaving for her May 2009  

 trip to Israel. This aunt put Luttwak in touch with Eshel, who extended an  

endnotes



36 37

21 Luttwak in Beardsley, et al, 8.

22 Beardsley notes that Luttwak’s root sculptures “have an uncanny quality   

 evocative of  some of  the most compelling tropes of  surrealism.” He refers  

 to Andre Breton’s “conception of  convulsive beauty” in L’Amour Fou (1937).  

 See Beardsley, et al, 11.

23 Lucy Lippard, “Eccentric Abstraction,” Art International 10:9 (November   

 20, 1966): 34-40; Robert Morris, “Anti-Form,” Artforum 6 (April 1968):   

 33-35.

24  Laura Roulet, Bilateral Engagement: Celebrating 25 Years of  Washington Sculptors  

 Group (Washington, DC: Art Museum of  the Americas, 2009):  unpagi-  

 nated. Luttwak’s metal constructions also have roots in Pablo Picasso’s  

 and Julio Gonzalez’s welded sculptures of  the 1920s and in David Smith’s  

 work  of  the 1940s and ‘50s.

25 Luttwak, “Artist Statement,” in Beardsley, et al, 3.

26 Her late parents’ full names are Vera Sara Gluck Yaari and Imre Israel   

 Erdei Yaari. Dalya’s maternal grandfather, a prosperous banker, was   

 able to get his children (Dalya’s mother and her brother) special certificates  

 that enabled them to enter Palestine.

27 On the generation of  Jews who built Israel and the early years of  the State,  

 see Amos Oz, A Tale of  Love and Darkness (New York, NY: Harcourt, Inc.,   

 2003). For insight into the Holocaust experience of  Luttwak’s father’s   

 family, see Rudolf  Vrba and Alan Bestic, I Cannot Forgive: The Full Story of   

 the Man Who Escaped from Auschwitz in 1944 (New York: Bantam Books,   

 1964); updated with a new introduction and source material as Vrba,   

 I Escaped from Auschwitz (Fort Lee, NJ: Barricade Books, 2002).

28 Luttwak was born on Kibbutz Sde-Nechemia (Chuliyot or Huliot), which  

 her parents helped found in 1940 on land bought by Austrian and Dutch   

 immigrants from the Arab village of  al-Dawwara. Like other children 

 there, the young Dalya lived on the kibbutz without her parents, who   

 resided in another part of  the collective community and visited once   

 a day. This arrangement was common to kibbutz culture at the time.  

 The artist moved with her parents at age seven to Tel Aviv, where she  

 later attended the elite socialist high school Tichon Chadash (New  

 High School).

29 Sabra is a term used to describe Jews born during the period of  the   

 establishment of  the state of  Israel who fought in the Jewish resistance   

 movements. It celebrates the “New Jew,” which the Zionist Movement   

 created. The term is inspired by a tenacious, thorny desert plant with   

 a thick hide that conceals a sweet, softer interior. A Sabra person is   

 therefore strong on the outside and delicate and sensitive on the inside.

30 Beth Hatefutsoth, The Nahum Goldmann Museum of  the Jewish   

 Diaspora, was founded in 1979 on the campus of  Tel Aviv University.

31 This might of  course test Luttwak’s cardinal principle of  not taking on   

 projects that would require her to work beyond her own physical capacity.

32 Rosalind Krauss, “Sculpture in the Expanded Field,” October 8 (Spring   

 1979): 30-44.

 invitation to the artist for a private tour of  the Sarah Racine Lab. What she  

 witnessed in the Laboratory took her by complete surprise. See Luttwak,   

 “Artist Statement,” in this catalogue, p. 41. 

13 Founded in 1988, the Sarah Racine Root Research Laboratory is the  

 first large-scale aeroponics lab in the world. Today it is the largest labor-  

 atory of  its kind. Aeroponics is a method of  growing plants in air and mist.

14 Luttwak, “Artist Statement,” in this catalogue, p. 41; Luttwak, “Artist   

 Statement,” in Beardsley, et al, 3. 

15 Email letter from Dr. Amram Eshel to Dalya Luttwak, December 24, 2008.

16 The artist has worked in steel, pewter, copper, bronze, aluminum, gold,   

 silver, brass, and other metals.

17 Luttwak, “Artist Statement,” in Beardsley, et al, 25. On the rusting of  steel,  

 see www.d-rust-it.com/rust.htm and www.theruststore.com/Rust-FAQ-  

 W6C2.aspx. Steel is also one of  the most recycled materials in the world,  

 a fact that adds to the “green” aspect of  Luttwak’s work.

18 Jack Rasmussen in Beardsley, et al, 5.

19 Steel was produced well before the Renaissance; in antiquity, it may have   

 been produced in iron-smelting facilities or bloomeries. Its use became   

 more common in the seventeenth century, when more efficient production  

 methods were developed. With the invention of  the Henry Bessemer   

 process of  1858, steel became an inexpensive, mass-produced material.

20 According to Luttwak, these joints, like the main tentacles of  the sculp-  

 tures, resemble the actual structures of  the real roots on which the   

 sculptures are based.


