foreword

With the presentation of the exhibition “Barbara Benish: Hybrid Histories,”
Montgomery Gallery is taking a step into its past. From the time of its founding in the
1930s, the Gallery established itself as a venue for the presentation of the work of artists
at the threshold of their careers. Chris Burden, Joe Goode, Jack Goldstein, Ed Moses,
and Allen Ruppersberg, among others, were given early exposure in solo exhibitions.
More recently, the tradition has been revived with major one-person shows devoted to

artists like Judith Baca and Tony Gleaton, and by means of the smaller Project Series
exhibitions inaugurated in 1998.

The opportunity to explore in depth the core ideas and sources that inform the work of one artist is
unusual today, particularly in smaller museums and galleries. Montgomery Gallery’s mandate to present
to its audience as wide a variety of artists and approaches as possible has, in fact, often argued against
one-person exhibitions. Barbara Benish 1s that rare artist whose methods and sources are so rich and
multidimensional that a solo exhibition offers both a close look at a single artist and a broader view of
art and culture today. “Barbara Benish: Hybrid Histories” gives us the best of both worlds.

Steve Comba
Acting Director (1999-2000)



- S * ne of Los Angeles’s—
acknowledgements Barbara Benish’s exhibition presents an overview of ten years of work by o o

and Prague’s—most accomplished artists. It is with great pleasure that I express my attection for Barbara

Benish and my admiration for her artistic vision. I applaud her hard work and dedication to this complex

project—especially given the two new lives that have entered our worlds this year.

The exhibition and its related programs have called upon the resources, knowledge, and good will of many talented
and enthusiastic individuals, both within and outside the Gallery. Without their willingness and extra efforts, the

exhibition would not have been possible. The elegant design of the catalogue 1s by Jaeger Smith, whom I thank for
her creative work. I am very grateful to Eileen and Michael Williamson, who generously donated funding for the
catalogue. The UCLA Fowler Museum of Cultural History; the Huntington Library, Art Collections, and Botanical
Gardens; and the Special Collections of Honnold Library at The Claremont Colleges loaned pivotal works of art.
At the Fowler, I am especially indebted to the extraordinary efforts and assistance of Sarah Kennington. The artist
would like to thank Leland Means Studio, Whittier, California, for fabrication on “Faust’s Bed,” and Lukis Miki and
Katerind Cisarova for help at (V:erveny Mlyn.

At Montgomery Gallery, I thank Marjorie Harth for her continuing support, Steve Comba for his fine assistance with

many aspects ot the planning, Gary Keith and Matt Furmanski for installation assistance, Barbara Senn for general

assistance, and Karen Hudson for designing the web page. I am also grateful to Donald Pattison, Director of Public
Aftairs, for insightful and thorough copy editing.

Rebecca McGrew
Curator



barbara benish: hybrid histories Barbara Benish’s work addresses the dual relationships and transformations

between nature and culture, religion and ritual, and reason and imagination.
Since 1989, Benish has divided her time between Los Angeles and Prague, and

her art reflects this mixing of cultures. One of Benish’s primary interests is the
field of anthropology and, particularly, the relationships between contemporary
Western society and other cultures. She has studied the rituals, mythologies,
and histories of Native America and traditional Polynesia, as well as our own
Catholic, Christian, and Jewish sub-cultures. Her work explores art history;

particularly Northern European Gothic art—as well as the dichotomies

between art and craft, and the decorative and the domestic.

“Barbara Benish: Hybrid Histories” focuses on Benish’s work over the last decade. Instead of a traditional
overview, the exhibition traces the artist’s working methods and processes and shows the artist’s influences—

including original source material. In addition to selected series of her work, this exhibition will include both

historical objects that have influenced Benish and her own preparatory studies and drawings.

Interested in the physical properties of found materials, Benish has worked with a variety of media—sculpture,
installation, painting, drawing, poetry, and music. Inspired by both everyday, found objects and natural, organic
materials, she brings together disparate elements to create new forms. Her work relies heavily on appropriation
1s an artistic strategy—she invests the original object or image with a new symbolic presence, recontextualizing

its meaning. She reconsructs traditional interpretations of history through shadowy images of personal and

collective memory and direct references to nature and natural elements such as plants.



The exhibition focuses on three of the most pervasive themes 1n Benish’s work—
Nature and Culture, the Apocalypse, and Ethnology. The first section, titled

“Emancipation into Solitude: The Nature/Culture Opposition,” provides an
overview of the themes found within the exhibition and a framework for her
work. In a variety of forms, the work in this section juxtaposes the emotional,
body-centered attributes commonly associated with the feminine, with the
rationality and control prized by our culture. The work includes both organic
images—reflecting nature, the body, and physicality—and images of the world
of ideas—reflecting the mind, language, and culture. Supplementary work in this

section includes cultural artifacts from the Czech Republic—china, embroidery,

and painted eggs.

The second section, “Songs from Hell/Lines of Pleasure: Visions of the
Apocalypse,” looks at the Book of Revelations in view of its original
etymological/historical roots; its mystery, its politicizing of religious persecution,
and its use as a path of enlightenment. Works by Francisco Goya and Albrecht

Diirer are presented along with Benish’s art and sketches.

The third section, “Encuentro: Mapping Ethnographic Difterence,” explores

the cross-fertilization between European and non-European cultures. It examines
ideas of “high” and “low” art, function and form, and the problems associated
with Eurocentric interpretations of other cultures. Objects from Pomona
College’s Native American collection and a Polynesian tapa cloth from UCLA's

Fowler Museum of Art are included.
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Email Interview

The exhibition presented an opportunity for a different kind of catalogue essay. We decided to exchange ideas and
questions over the Internet—an “email interview”—between Los Angeles and Prague. Selected excerpts tollow:

A

"y, Art Collections,
S

Rebecca McGrew (RM) What do you view as the most fundamental component of your work
as 1t relates to this exhibition? What first got you interested in cross-cultural exploration?

Barbara Benish (BB) The idea of “appropriation” seems crucial to this show, drawing from
various cultures as I have done. I worked directly in response to the “New York” version of

appropriation 1n my Diirer series (1988-89), trying to embody a relevant use ot history, while
maintaining a critical eye to “historicizing.” As the idea of “context” was examined in contemporary

theory (Marcuse, Adorno), I began to look at objects in terms of that, too. This is basically what
ethnology 1s—a living anthropology. I chose to study Polynesian culture in my double major
in college: they are a living, “ancient,” traditional society. And that’s really when all the

cross-referencing and cross-cultural stutt began in my work.

RM Appropriation as an artistic strategy 1s vested with so much potential, both good and bad.
[t is a loaded term, and seems linked to slick, mass media-oriented art of the 1980s—art very

different from yours. How do you reconcile this?

BB When I first started thinking about it in a “theoretical” way in the late 1980s it was AGAINST

the trend of Appropriation Art, which I understood as a critique of a market system of art, the
commodification of images. While I am all for this critique, I saw, for example, Sheri Levine and

Mike Bidlo becoming consumed in that very structure they were supposedly critical of; as it was

popular culture they were working with.

h the Diirer works, I tried to take something totally un-politically correct—white

ry—and find something in that history truly worth repeating, or re-representing
stage-set-like paintings, I was

So, starting wit

European histo tory |
.2 modern context. In blowing up Diirer’s etchings into giant



recontextualizing the work of the Renaissance into the present. There are things in the work of Diirer that 1Ifstlll ﬁn_d Pal&lfcularly contemporyry,
For example, his mix of northern and southern European techniques in art; the fact that his was the first self-portrait in Western art history, and

what that means for our Western sense of individuality and self. I still believe 1n aspects of Albrecht Diirer’s art. My copying of his work was
not a critique, but a celebration of what was still there to be discovered.

RM How does the work with Diirer and “white European” history and art history segue into your interest in the work of other cultures?

BB Let me share a wonderful story I read years ago when studying Hawaiian history. One of the gods the an(;ient Hawaiians worshipped was
Lono, who returned every year and ensured good crop production. The Hawaiians would put up a piece of white tapa on a big pole that flapped
in the wind like a flag. We don’t know what the exact meaning or symbolism of this is. But we do know that when Captain Cook sailed into the
Big Island at the end of the 18th century, the otherwise warrior-like and aggressive Hawaiians welcomed him as a king. They brought him and
his men food and every luxury possible, and called him Lono. The sails of the ship looked like the worshipping poles erected each year.

It 1s the overlapping of images from culture to culture that intrigues me. Whether we totally “understand” them or not is not really important.
[ believe in the power of the image enough to carry something with it beyond language and even culture. For me, “appropriating” images is

like taking money out of the bank, not stealing. I try to be careful not to assume anything from the borrowed culture, to impose my cultural
baggage on 1t, to put false meaning onto a foreign object that can only be truly understood within its own cultural context.

There's a lot of Jung in my thinking here, and the universal, collective unconscious. My borrowing of symbols or forms is meant in this

democratic light, and hopefully does not fall into either an imperialistic theft (based on hierarchy) or a romanticized “noble savage” trap, like
the early modernist dogma.

RM  Okay, so we are talking about appropriation and that balancing act of turning to other cultures for artistic material. Would you give
me an example from our Western culture?

BB Our culture? Well, my most blatant appropriated piece is probably “Rhyme nor Reason,” installed at P S. 1 in New York City. An old

§ch001 house, P.S. 1 seemed the perfect place to lay out in black and white (literally!) our visual database, i.e., history, once and for 111, T got the
idea when the curator said my installation would be in a room with a blac

| kboard. We are taught history in this traditional linear way and :
wanted to put up every image I could find on a particular theme and see wh |

on my theme, “the apocalypse,” as history is so rich with pictures of it.

In a space associated with learning, I hoped people would question wh
(white) history, so was this a Western creation? Is




T'hat is one layer of the work. Now the content itself—Goya’s wonderfully ambiguous Caprichos number 43.
What does he mean by “the sleep of reason produces monsters?” Does it mean that if we let our reason sleep,

we create monsters? That would be in keeping with the Enlightenment notion of his time. But Goya was a tricky
old guy, and I like another Interpretation: that it is reason’s other side—the sleeping, unconscious side—that
creates the necessary monsters. Way ahead of Jung, we have a dark side that is reflected by a light side. In fact,
when one actually reads the Book of Revelations, it’s a pretty upbeat text in the end. No brimstone, but a
paradisical river peacefully flowing. This wasn’t the image the Christians had in mind, so they threw it out of
the Bible. That’s why I decided to illustrate my own copy, in my “Book of Revelations.” I wanted to try and

find some of the original apocryphal meaning in the now Europeanized and Christianized text.

RM Before “Rhyme nor Reason,” first shown in 1993, you were “critiquing” issues of cultural representation.
You were establishing formal and technical relations between ancient Polynesian designs and your own imagery
in the early 1980s. Would you talk more about these cultural hierarchies?

Francisco Goya BB Starting with the Hawaiian tapas and paintings in 1980 and 1982, I was exploring the divisions between

PR e Pl R, UFES high and low art, and between form and function.
etching (aquatint), 13.7 x 9.58 inches

Pomona College Collection

For example, “Encuentro” (1991-92) takes symbols from the Chumash (a California tribe) and the Baja Cave artists (we still don't know who

they were), and places them on a contemporary reflective surface: glass and resin. The original drawings
probably were used during trance states, to reflect images in the other world—the heavens, the sky, the
mind. They were placed out in nature, retlecting the environment around them. My 1mages are placed

in an artificial gallery space, reflecting only the viewer who sees them.

The glass cards are lined up like feathers on an arrow or laundry on a line. The armature is wrought
iron, recalling to me masts and bows ot Columbus’s ships and the Spanish gates of some Los Angeles

architecture. This work, in 1992, was responding to the 500-year anniversary of Columbus’s

€ 1° .
discovery” of America.

ppropriation of Native American astrological symbols, Siivartiome (o]
: : - : ' Hide Painting, c. late |9th century
m 111
SS Of them 111 our hlStOI’lcal TIMES. S50 the sGa L'lI'Ch Native leather, ink, watercolor, 36 x 54.6 inches

’ e - -
I'm more interested in belief systems and the lo . _ .
n image from old Hawaii, but as a container of Pomona College Collection

pattern on the tapa cloth is not just appropriated as a




information on the use of the purple dye the urchin spews, the radial form like the sun, and the value placed
on the beauty and use of the animal in the culture.

RM  Reading your discussion of “Encuentro,” it strikes me that this “meeting” was a way of looking at the
hybridization and intersections between cultures, resulting in the creation of new images and symbols_. Would
you talk more about this? And, what are the relationships between your “appropriation” and the specific
cultures you work with? Why Hawaii, why Native American, why the Western art of Diirer and Goyar

BB James Clifford’s work has influenced my ethnographic/philosophical thinking. All .day ['ve been mulling
over the theme you wanted to explore more: that of the hybrid and intersections. It’s obvious that aspects

of previously separate and individual cultures are becoming globalized as we enter the new millennium. awatian [apa, c. 19th century
: _ pounded, painted bark cloth pigment
And I found this quote by Clifford, by chance: sea urchin pattern

Bishop Museum, Honoluly
"New definitions of authenticity (cultural, personal, artistic) are making themselves felt, definitions no longer centered

on a salvaged past. Rather, authenticity is reconceived as hybrid, creative activity in a local recent-becoming-future.”
(“Of Other Peoples, Beyond the ‘Salvage’ Paradigm,” in Discussions in Contemporary Culture).

i &
L e = ot _:-:
S =T

The hybrid is a very American thing. Our culture is really the contemporary fusion of so many others.
And growing up in Southern California, even more so. You know the statistics on different languages in Los
Angeles alone, something like 80. So, I was raised Catholic in the southern, Spanish/European/Native zone

that is California; with Central European ancestry being my closest cultural group. I moved to Hawaii, in part,
to continue my family’s tradition of going west, and I was attracted to the meeting of East and West.

10

started researching more, and eventually fOl.ll'ld
—more toward a flying machine, although he worked a lot with war machines,

€s, 1s a traditional female arena.



“Patagium,” like most flowers, is a natural echo of the woman's body, unfolding, concave, “delicate,” and all the other
associations with the vulva and vagina.

To take another tack and touch on belief systems, the idea of Hell is a linear, Western way of thinking. We descend
to hell, ascend to heaven. My early catechism books actually showed pictures of them both with access via a l[adder!
I'm trying to set up a critique of that system: of right and wrong, licht and dark. It’s based on the patriarchal
religions starting with Judaic-Christian traditions. Before these systems, there were the partnership cultures, based
on matrilineal lines and worshipping many gods—mostly the Goddess. Female fertility and abundance were tied
into Nature worship, and there you have my use of natural forms, herbs, plants, an echo of the outside/r.

RM What about more recent pieces? Do you find that the themes and subjects you’ve touched on betore are
still current in the work?

Albrecht Duirer

BB A piece like “Faust’s Hole” (1998) uses the myth of Dr. Faustus, and the surrounding imagery of it/him/the Virgin with Starry Crown, 1508

story—and Faust’s departure from Prague. engraving, 4.5 x 3 inches
Pomona College Collection

The last pieces, the “Flower-Power” series (1999), look innocent enough, but the shape is ripped off from 1968 plastic stickers. The tlowers
are definitely a loaded symbol of another time (the 1960s), and I’'m recycling them now. The series started with watching my daughter, Gabriela,

draw T remember before 1989 when I would visit Prague, there were only Soviet propaganda posters, no advertising, no “public art.” I proposed
2 public art project in Prague, near a highway that runs along the Vltava river. In large frames, on the boulevard, I wanted to put only tlowers,
2 neutral, “pretty” image. They address those who remember the space “before” and ask if anything can be only decoration?

The sculptures are a 3-D expansion of this idea, and a continuation of my interest in floral forms.

RM Feminism has played a role in your art, 1n your interests in the relationships between nature and culture, and in
those cultures with matriarchal structures. What role do you see the feminine playing in your cross-cultural appropriations

Is there a connection?

BB “Other” is such a political thing now. While I have tried to be sensitive to abusing it, there is the question of the luxury

of history to look back at something and recontextualize it falsely. I try to avoid this trap by using my body, the female body
and “genderizing” the work, if you will. So—Goya’s witches on a broom stick, The Hole in Faust’s Bed, Diirer’s Virgins,

my Venus series (not in this exhibition), “The Tree of Epheseus, and the Hawaiian Missionary Dress have elements,

Hawaiian Missionary Dress : ' -] mvthos and the female body.
Muu mug, ¢, 1750 formal or mythical, reflecting our OwWI physical myt y.




RM In the first section of the exhibition, we are including examples of Czech folk art. What is their relationship to your work? How do you
teel that your Czech heritage and living in Prague have influenced you?

BB The National Series (1992) 1s an example, it’s a playful piece: a blatant joke on Czech (and therefore all) nationalism. When the Czech
and Slovak nations were born, after the end of the Hapsburg rule and World War I, there was still a princely elite. After Communism, they
were left without property and retained only their titles and their names on some of the great buildings. This class of people was hated by the
“proletariat” of the time. The contemporary Czech Republic is now restituting a lot of these buildings back to the old noble families, and it is

a hot 1ssue here. I've taken the most revered buildings of the First Republic Czechoslovakia, so carefully rendered 1n graphics to sell to a jubilant
public of that time, and basically grafittied on them. My “graffiti” is not letters, but onions and garlic—the cliche foods of Slavic cultures.

In every cliche there is some truth (I think Kundera said this), and in the onion thing too. Which i1s why I've used its form so much in my work.
Here 1s a cultural icon transcending generations to become a rather quiet symbol of the Slavs.

RM What is a good way to sum up what we are doing? There’s still so much to talk about.
We haven’t really addressed the relationships between reason and the imagination, and the

rational and the irrational...

BB Well, back to the start of the exhibition. “Emancipation” (1990) will be a good
introductory piece, because it addresses history as myth. Dream as collective. Man

(in this case, specifically male) as reflecting, yet diametrically opposing Nature. It sets
up a nice frame for the rest of the exhibition because in the Magritte hats sit our visual,
thinking, rational history (this is how I always thought of his floating derbies—rational
man flying through an irrational world) juxtaposed against Nature.

My painting, “Tree of Epheseus,” is a tree of breasts and milk a feminine echo of the
“Emancipation Into Solitude” tree. It reminds me of the myth of the goddess of Epheseus,
with all the breasts on her chest. She is Artemis and Aphrodite in one, an earlier, Eastern

|2

René Magritte : : ; - h
oll on canvas, 50 x 65 centimeters and sexuality Elll iIl one bOdY

Frederick Weisman Company, Los Angeles

systems (and the loss of) and ritual in contemporary soclety. So, the dream world, or the real one? That’s the question. And here comes
Goya again: where are the monsters, in our reason? Or in our fear of letting go of reason?



i tL
T

e LT
= o

F S,
o el
-'\-J' i
1.3?'-:\-!"'

1 N
o, Tk

\;..'I:

I':..-: <
r A
R e

R LA

gt

e RS T
e

"
.
&
! -
L
3
.
F
.
g
3 .
=
r
i
.
)
.
-
.|
.
-
2
'
;
;
4 /
r | ’
i - r e, . . ' , TR N Y A i i e
’ . . s e A . e

H g

___.1......_._...,_..”.

bl

="
s

e
i

o K

=
o

.;_‘:.f'&_:

)

Lo

ks
i, L, T
= ey
Latk

il | .1.....___. -

L L
Al A
b =¥

e
Ko CaTey
e

]

o

e

S
SN

P

'.-'_-._._.,_-h e

-

.wn_. v
A

s

L
ot




=

ity
I

R

AT
BELATET

Y

i
gy
o

| it I;I-?

o i e e e

=
=

T v i,

att—1E

B iy (R 1 b

e
wl i i =
LLEER T |

T4 b3 L 11
Fe A1 a4
TE% g T EL

. :.I_"_ '.Iia_.'_lr*:

1
] - - L - il 1 E 2 a - ik o ki r"r-' h | S A T J 1'. L = o _: . ' | : . -.. X 1
1 ¥ = E rig o i E H il I STLh ] " 1 ¥ T T i T 3 T _ T Ia T AT ) r | 1 I
:. I L S = ] | . T hLk 1 el ol .I hE s ik _..l. = : -. 3 § ..... . L E S e L i L L r | [ e § e ﬁ‘ 'rrlf-\f §r A 1IheT - _:- = l..j . f i T S 1] Iﬂ.._ i 4 .'H‘I'\-:I. I:III:'- iF Ilr.. : ;
[ = i : ] i ) | =0y o L T I ; ; ! 1 : = .- LA RS 3 g AL RRE LR - Y T L e L LR 1 ! BT e & b I Ty e T : 3
‘I.- = = _— o { i Thia g A TY e B Ca e e : L e A ; SRS Ty ] AB D=H o1 . e . LAY I-IIL th e : ]:—r ._T1J| _-‘ o AT -l::'tl'l _-I':'-.‘I'.‘_:-!:J”"_r'--ig'_'i 'IZE'I'hT:I'E-n?»-‘lIIr}:l'_"_'}:'.-:|l i1 : T 5 : L :
. 3 — - ==1 - NaEm =) R = ks R T e B TR = A T o e 1 O e g =] } : I T L St RO EEb LR T = P R TR L Sl L AT T | A s LTI SR - WS A A L Y e T AT e R T LA TS iy B L .'-II-. i Il'||--'- UL T e o e
'LI-J-.T . e AT ] . ootm y e L A TR AN P S : i - NS IR g Lt G e b i s o ﬂ-mﬁ'-.tulrlh..iifﬁ'hir.-'--.'. Rt & 11 T T L vt moo A 1 4! T b 3 Dyt NV AL s (1B L LR LY s P o o 1 e et S T | ¥ PR g Y o LN [ oL A o L i Y W e Tkt
— - - | - — ] - [— _ — el - — — - — - -

Petalos de Pensamientos, |99 |
drawings on paper
3 X 5 inches each
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Patagium to El Dorado, 1991-92
mixed media

156 X

80 x /2 inches (variable)
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from Giotto’s Hands' Series,

iInk and oil on paper
1'1.5 x 8 inches
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Dandylion, 1995
stee| and mixed media

/2 inch diameter
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detail, Emancipation into Solitude, 1990

oll on canvas
0 x 60 inches
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Verbena, 1999
poured concrete, steel, pigment
36 inch diameter x 4 inches
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Untitled drawings, 1992
ink and oll on paper
each 13.5 x 9.25 inches
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details, Rhyme nor Reason, 1993

chalk drawing on wooc
42 x 180 inches overal
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John Devouring the Book, 1994

(from Lines of Pleasure Series
oIl on canvas

70.8 x 108 inches
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Faust’s Hole, 1998

bed, antique linens, fan, and timer
Size varies
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tclipse (Skin Pieces, Series #2), 1991-92
silkscreened on textile, wood

wall installation, three pieces, 18 x 40 inches
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Missionary Dress,

hand printed hanc
60 x 24 inches

98 |
iwipes (lino block cut

9



Untitled, 1990
ink, paint, wax on vellum

8.5 x

INnches
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Encuentro, 1992
mixed media, glass, resin, wire
|2 x 96 % 4| inches

31
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Divestment, 1991-92
paint on cowhide
44 x 100 Inches




checklist

All works lent courtesy of the artist,

Barbara Benish, unless otherwise noted.

Emancipation into Solitude:

The Nature/Culture Opposition

Verbena, 1999
poured concrete, steel, pigment
36 inch diameter x 4 inches

Roste, 1999

poured concrete, steel, pigment
50 inch diameter x 4 inches

Dandylion, 1995
steel and mixed media
72 1inch diameter

Patagium to El Dorado, 1991-92
mixed media

156 x 180 x 72 inches (variable)

National Series, 1992
22 1nk drawings on paper
9 x 7 inches each

3% Emancipation into Solitude, 1990

o1l on canvas

60 x 60 inches

Petalos de Pensamientos, 1991
ink and oil on paper
3 x 5 inches each

Faust’s Bed, 2000

11'nens, 1ron, steel and feathers
S1Ze varies

Supplemental objects

Anonymous

Untitled, c. early 20th century

embroidered apron
24 x 38 inches

Hrdina Family, Collection of the artist

Anonymous
Untitled, c. 1930s

china plate with onion patterns
9.5 inch diameter

Lithuania
Easter Egg
dyed egg

2 inches long, 1.5 inch circumference
UCLA Fowler Museum of Cultural History,

Museum Purchase

Central Lithuania
Easter Egg

dyed, cut, glued, onion skin, wax resist egg
2 inches long, 1.5 inch circumference
UCLA Fowler Museum of Cultural History;

Gift of Marija Gimbutas

Moravia, Czechoslovakia
Easter Egg

batik, dye, egg

2 1inches long, 1.5 inch circumference
UCLA Fowler Museum of Cultural History,

Gift of Catherine C. Briggs

Moravia, Czechoslovakia

Easter Egg

batik, dye, egg

2 inches long, 1.5 inch circumference

UCILA Fowler Museum of Cultural History,
Gift of Dr. and Mrs. Peter Furst

Untitled, c. 1990-99
10 assorted works on paper
Approx. 8.5 x 11 to 20 x 24 inches

Songs from Hell/Lines of Pleasure:
Visions of the Apocalypse

Book of Revelations, 1995

linocut book

15.5 x 144 inches

The Claremont Colleges’s Archives,
Special Collections, Honnold/Mudd Library

Rhyme nor Reason, 1993
chalk drawing on wood
42 x 180 inches

Ptak-Bird (from Songs from Hell series), 1992
o1l on canvas

79.2 x 67.2 inches

Tree of Epheseus (from Lines of Pleasure series), 1993-94
o1l on canvas

48 x 120 inches

Mansword (from Lines of Pleasure series), 1993-94

o1l on canvas
60 x 60 inches



John Devouring the Book
(from Lines of Pleasure series), 1994

oil on canvas

70.8 x 108 inches

Supplemental objects

Francisco Goya

Los Caprichos Plate 43, 1799

El sueiio de la razén produce monstrous

(The sleep of reason produces monsters)

etching (aquatint)

9.58 x 13.7 inches

Pomona College Collection, Gift of Norton Simon

Francisco Goya

Los Caprichos Plate 68, 1799

Linda maestra! (Pretty teacher!)

etching (aquatint)

9.58 x 13.7 inches

Pomona College Collection, Gift of Norton Simon

Francisco Goya
Los Disparates/Los Proverbios Plate 13, 1864
Modo de volar (A way of flying)/Donde hayganas hay

mafia (Where there’s a will, there’s a way)
etching

9.6 x 13.7 inches
Pomona College Collection, Gift of Norton Simon

Albrecht Diirer

Virgin with Starry Crown, 1508
engraving
4.5 x 3 inches

Pomona College Collection,
Gift of Gerard R. Pomerat

Albrecht Diirer

The Four Rid
woodcu"; ders of the Apocalypse of St. John, c. 1497-98

15 x 11 inches

The Huntington Library, Art Collections
and Botanical Gardens |

Untitled, c. 1990-99
/ assorted works on paper
Approx. 8.5 x 11 to 20 x 24 inches

Encuentro: Mapping Ethnographic Difference

Nude Devices (Skin Pieces, Series #1), 1991-92
fabric, silkscreen, wood

wall installation, circles 4-8 inches

Eclipse (Skin Pieces, Series #2), 1991-92

silkscreened on textile, wood
wall installation, three pieces, 18 x 40 inches

Divestment, 1991-92
paint on cowhide

44 x 100 inches

mixed media, glass, resin, wire
12 x 96 x 41 inches .

Califa Bound, 1991
painted gourd, metal stand

65 x 15 x 12 inches

Blood Wedding, 1991

dried flowers, 1ron, glass, wood, oil
80 x 200 inches (variable)

Palapala/Baba designs, 1979-2000

hand silkscreened textile, foam stuffing
22 x 24 x 83 inches

Missionary Dress, 1981

hand printed handiwipes (lino block cut)
60 x 24 1nches

Supplemental objects

Samoa/ Tonga

Tapa Cloth

Pounded, painted bark cloth;
“B. Papyrifera” pigment

54 x 48 inches

UCLA Fowler Museum of Cultural History,
Anonymous Gift

Silverhorn (Kiowa)
Hide Painting, c. late 19th century
Native leather, ink, watercolor

36 x 54.6 inches
Pomona College Collection

Crow, Montana

Shirt, c. 1880s
Native leather, glass beads, human hair,

horsehair, ermine, paint

25 inches back length
Pomona College Collection

Untitled, c. 1990-99

5 assorted works on paper
Approx. 85x 11 to 20 x 24 inches
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