SCULPTURE

Cynthia Ebin



Statement

My concern is to expose the metaphysical aspects of
humanity through an expressive evolution of the figure:
energy as visual reality, which the viewer can relate to in
an emotional, spiritual and conceptual manner.

My approach is an archaeological exploration using
experiential processes that excavate and create from a
spiritual perspective. This is a deep unearthing of the
journey of the soul.

This is a mystical journey where | am continually digging
in the catacombs of the mind. My work is a vehicle in
which | seek to uncover and unlock prior existence and
thus give meaning to the here and now.

My focus is the human spirit from which | draw my energy.
Elements of the human form, animals and nature all play a
synergistic role in this unveiling of the great mystery.

Cynthia Ebin 2021



Memoir - Woman (detail)

1985; lifesize; clay, smoke-fired, welded interior



Memoir - Woman

1985; lifesize; clay, smoke-fired, welded interior




Memoir - Child

1984; lifesize; clay, smoke-fired, welded interior



Memoir - Young Girl

1984, lifesize; clay, smoke-fired, welded interior



Memoir - Young Girl (detail)

1984; lifesize; clay, smoke-fired, welded interior



Three Figures

1983-85; lifesize; clay, smoke fired, welded interior




Agona (detail)

1991, lifesize; clay, smoke-fired, welded interior



Agona

1991; lifesize; clay, smoke-fired, welded interior



Emergence (detail)

1990; lifesize; clay, terra cotta, smoke fired, welded interior



Emergence

1990; lifesize; clay, terra cotta, smoke fired, welded interior




Fetal (back view)

1990; lifesize; clay, smoke-fired, welded interior



Fetal (front view)

1990; lifesize; clay, smoke-fired, welded interior



Sorrow (front view)

1994; lifesize; clay, smoke-fired, welded interior




Sorrow (rear view)

1994; lifesize; clay, smoke-fired, welded interior



Two Figure (rear view)

1987-88; lifesize; clay, smoke-fired, welded interior




Two Figure (front view)

1987-88; lifesize; clay, smoke-fired, welded interior




Backthrough Woman

1990; lifesize; clay, smoke-fired, welded interior

Holocaust survivor — Jenny Scovis



Synergy

1992; lifesize; clay, smoke-fired, welded interior



Synergy (detail)

1992; lifesize; clay, smoke-fired, welded interior




Backthrough Mother

2013; lifesize; clay, smoke fired, welded interior



Backthrough Mother (detail)

2013; lifesize; clay, smoke fired, welded interior




Chest - Man
2013; 18" x 17" x 8"; clay, smoke-fired, welded interior



Chest - Man (left side view)
2013; 18" x 17" x 8"; clay, smoke-fired, welded interior



Child - Back
2013; 16" x 24" x 6"; clay, smoke-fired, welded interior



Child - Chest
2013; 24" x 13" x 4"; clay, smoke-fired, welded interior



Back - Young Girl

2013; 14" x 13" x4"; clay, smoke-fired, welded interior



Man - Back
2013; 19" x 18" x 3"; clay, smoke-fired, welded interior



Concentration Camp
Leo Ebin, ca.1948-52; 20’ x 24’; oil on stretched canvas, framed



Leo Ebin

1978 — lifesize, hydrastone by Cynthia Ebin
One of a series of 7 primal sculptures
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Tracy Park Gallery, Mailbu, CA (Invitational solo) painting and sculpture
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Tracy Park Gallery, Mailbu, CA (Invitational solo) painting and sculpture
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CYNTHAEBN
ynthia Ebin’s sculptural images are powerful in their

by M.J. Van Deventer fragmentation, but convincingly figurative. Archaic in
appearance, they suggest a birthright in ancient civilizations
that have been eroded or erased by time. These are scupl-
tures inspired by natural holocausts and Ebin’s angst for
humankind

They have been called *‘art from the ashes’” and **volcano-
inspired expressionism.”” Her work explores and profiles the
darker side of the human condition, one critic claimed.

The Los Angeles artist seems to straddle two cultures. Her
sculptures, life-size or larger, look as if they were unearthed
from an excavation site in ancient Rome. Instead, they are the
product of a contemporary mind that is creating sculptures
with contemporary materials and processes.

Ebin is also an artist with a social message. And she is pas-
sionate about her causes and her art. The genesis of her
commentary often has its roots of protest in man’s inhu-
manity to his fellow man, and his inhumanity to nature’s
creatures.

She attributes the philosophical viewpoints that now
inspire her sculpture to a childhood that included family
recollections of the genocide that occurred under Hitler’s
regime in Germany in the 1940s.

“My parents lost many of their family members in that
atrocity”” she recalls. “And because my motrer’s mother
lived with us, there were many conversations about that
holocaust when | was growing up in Massachusetts. I'm
very influenced by socio-political history. But | know the
Jewish Holocaust has been extremely influential on my
work. | feel | was there. And the fact that a whole society
was being decimated during World War Il by inhuman horror
has greatly affected my sculpture.

My father escaped from Germany before the atrocities.
But he used his artistic talent to chronicle what happened.
He wasn’t an artist by profession. But he was much more
than a Sunday painter and had mastered charcoal. He was
very prolific and he did many graphic paintings and sketches
of the concentration camps. | grew. up with a sense of that
horror . . . He was still working on a piece of art six months
An Archeological Discovery. before he died in 1985.”

Detail The Holocaust and the impact it had on Ebin’s childhood,
were catalysts for the sculpture she would eventually create

“I realize there are many holocausts,” she says, quickly
citing outrages in Biafra and Cambodia, as well as offenses
against nature and offenses in Africa against elephants,
gorillas and numerous endangered species.

Her social stance on inhumane issues has propelled Ebin
on a mission that is both personal and emotional, universal
and archeological. ““| am always trying to link the past with
the present,” she says. “But not in a fossil-like way. | like to
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think my work is really a spiritual link with the past. | believe
all men are connected. I'm very concerned with the
humanity of man and ultimately the inhumanity of man to
man.”

The result of Ebin’s beliefs is best witnessed in her
numerous series. Each is devoted to a particular theme. Each
is dramatically compelling in its portrayal of a civilization or
genre of species that has come to the brink of disaster. Her
sculpture portrays those frozen moments in time.

Initially, it was the distintegration of a series of self portraits
in clay, created from 1979 to 1981, that nudged Ebin toward
the strong archeological theme that has become her artistic
hallmark.

"I had started this series,”” she recalls. “And then | moved.
The first piece dried and cracked. | thought, ‘This is inter-
esting.” The pieces in the series represented a time line of
about six months and in that period | had made five latex and
mother molds from one piece. One looked African. Another
seemed to go back to primate. For me it was like watching
the movie, Altered States.

*About the same time | had done a bust of my father. He
looked like Einstein. | let the clay dry over six months and
break down. During this period, the clay seemed to take
his bust back to primate. It seemed to me that something
spiritual was going on, something that was leading me
in a direction for my sculpture.”

During that same time frame, Ebin was preparing for
her one woman master show as a student at California
State University and was struggling with a concept
that would give the exhibition a cohesive
theme. Her dreams came to her aid.

"I saw images of faces floating, of a hide and a
totem pole,” she relates. The totem pole was
particularly significant. “Man has used totems
for protection and documentation for centu-
ries,”” she says. "And it seemed to me that a
totem pole and a hide were appropriate symbols
for that show.

| pressed clay into those primate-like mother
molds, rakued each one individually — about one
hundred twenty — and placed them on either side
of the totem. It looked very German expressionistic,”
she says in retrospect.

Numerous works in raku followed. And those
experimentations deepened her compuision to profile
man in various states and to experiment with sculp-
tural processes.

“I'm not tied into formal beliefs,”” Ebin contends.

““Most of my ideas come from abstract thoughts. |
have a concept and | just let it work itself through
the creative process. | let the idea come and flow
through me. The masks that | used on the
totems were the forms that were developed
from clay breaking down.”

The breakdown of the clay has become a
signal in the evolution of Ebin’s development as
a sculptress. While other artists might merely toss
the fragments of a decaying sculpture, Ebin stu-
dies them. She finds in that gradual disintegration
of shape and form a creative phoenix, a raison d’etre
for a new artistic statement to exist.

The totem with its multiple masks was the centerpiece of
her master’s show. The backdrop, however, was a hide,
stretched ten feet high and twenty-eight feet across a wall.

ART GALLERA INTERNATIONAL A DECEMBER 1989

Backthrough Woman, 1988.
Lifesize, clay, smokefired,
welded interior.

Photo credit George T. Bennett
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It had a concave and convex side, lit by framing lights
from behind.

That interpretation of art was dramatic enough. But
during the same time pericd, Ebin read a magazine articie
about the disaster at Herculaneum that occurred August 24-
25, A.D. 79, when Mt. Vesuvius erupted, burying the towns
of Pompeii and Herculaneum.

An archeological crew had gone to the excavation sites
expecting to unearth ancient pottery. Instead they found the
remains of that city’s populous; bodies captured by the vio-
lence of nature in all states of repose and disaster. Their
volcanic graves were mute testimony to lives that had been
swiftly and violently cut short.

Ebin recalls, ““When | read the archeologists” accounts of
their tragic discovery, | felt destined to erect a testimony to the
city. | worked for the next two years on a Memoriam to Her-
culaneum. Researching the way the people perished, |
proceeded to select models who would best represent a
cross section of their society. | had students, a psychiatrist, my
artist friends posing every Sunday afternoon for two years,”
she relates.

The experience would ultimately alter her views on man’s
relationship to nature and the fragile balance of life.

She recalls, “‘l wanted to create a time capsule of a moment
in history, a very stoic, but proud reflection of how the people
met their fate.”

The series was as much a historical adventure for Ebin as it
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An Archeological Jourey, 1988.
Lifesize, handmade paper, cotton.
Photo credit George T. Bennett

was a journey into new sculptural processes.
Although she now frequently wraps bodies in gauze
and creates body casts, the Herculaneum series was
the first time she had experimented with this method
of sculpture.

“I knew | wanted to recreate the figures as fragile,
organic, vibrant, emotional, full of dignity, respect, love
and innocence, spiritually and psychologically aware,”
she says. ““So | proceeded to plaster body cast my
models and after six months ended up with more than
one hundred thirty plaster separate sections.”

Over the next nine months, Ebin pressed raku clay
into all the separate body segments allowing them to
slowly dry in a damp environment. When the clay had

reached a leather-hard quality, she released them from their
molds and had them bisque fired. When they came out of
their first firing, they were a pink, virgin state, without any of
the demarcations that giazes or coior wouid impart.

From there, Ebin decided to recreate the affect of hot ashes
dropping out of the heavens as the people in Herculaneum
must have thought was happening. She used a combination
of hard wood sawdust, motor oil, greens and compost, lay-
ering the sculptures between this mixture and letting them
smoke for three days in fifty-five gallon metal drums.

When she retrieved the pieces from the smoke, the
resulting subtle colorations of blacks, browns and grays had
imparted qualities of antiquity and uniqueness within and
about the negative and positive surfaces.

The gradation of textures, together with the spontaneous,
symbolic gestures of the figures called forth the internal and
external realization of impending doom.

Some of the pieces broke in the firing process. But this did
not deter Ebin. She linked the body sections by using quarter
inch steel rods and a cement mixture to adhere to the frag-
ments — a reverse process for traditional sculpture methods.

The pieces can be assembled like a puzzie for exhibition
purposes, Ebin explains. And she says, “‘The negative spaces
that occurred between each body shape became as impor-
tant as the pieces themselves. These areas suggested the
exposed intrigue and mystery of people with private pasts
that are now depicted in a semi-visible confronting state.”

DECEMBER 1989 A ART GALLERA INTERNATIONAL



The dramatic sculptures were first presented at a show at
the Udinotti Gallery in Scottsdale, Arizona, and have since
been featured at more than thirty galleries and museums.

Benno Fisher, a Holocaust survivor and the architect for
Martyrs Memorial Museum in Los Angeles, was quoted in a
Los Angeles Times review as saying of Ebin’s body of work:
“Ebin’s figures are shot through, disjointed, with burnt
hands, legs and torso — perfect for depiction of Holocaust
survivors. The material that Ebin’s figures are made of isn't
polished. It's rough, like life.””

““Penetrating,” one reviewer called her work. “Visceral
and moving”’ claimed another.

Ebin’s “"Herculaneumn Series” was more than an artist’s
chronicle of a tragic incident in the chain of human develop-
ment. It became for her a way to deal with death; specifically
the deaths of her parents, which occurred six months apart.

| had a lot of anger, sorrow and frustration about their
deaths,” she relates. 'But | wanted to present death in a very
loving way. Each piece was very emotional for me. | wanted
to create a surrealistic impression. | suppose the series was
therapy for me. Now, | realize that | am tied emotionally to
every sculpture | create.”

“Primal’* was a series of life size clay figures tracing the
human from its fetus until its death. Two of the pieces in that
series were labeled Two Figures and Ebin says they reflect the
universality of love. Another piece in the series, a lifesize
figure of a man half buried in rock, is compelling in its
size and abstraction. Primal Sorrow is a disjointed
figure, stooped in sorrow. Its symbolic message is
both archeological and spiritual and conveys the
weight of humanity on its shoulders.

“*Armour, Amour,”” was a series of twelve pieces
that depicted the paradox that lives within the chests
of man. “Man always has worn shields as a form of
protection for his chest. Yet the chest is the meta-
phorical seat of love,” she notes.

She achieved a new level of acclaim in 1988 with a
series titled ““An Archeological Journey”" The
twenty-eight sculptures in handmade paper using
pulp made from cotton linters, depicts an archeolog-
ical discovery, Ebin says. “'I call them the hieroglyphic
documentation of the spiritual past of man. All fig-
ures are metaphors representing the family unit,
surrealism, one’s past, present and future in one

Primal-Two Figures, 1987
Lifesize, cigy. smokefired,
weided intenor.

Photo credit Jesse Sitver
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cohesive gesture.” They will be featured in an exhibition to
be held in March, 1990, at the 14 Sculptors Gallery in Soho in
New York City and later at the Orlando Gallery in Sherman
Oaks, California.

The figures are fragmented, some patinaed, some repeti-
tious. All are lifesize or larger, ranging in size from a small child
to a man more than eight feet in height, which Ebin says was
created to represent “‘a ghost-like image of his past.” Each
section hangs alone with no visible connecting structure. All
other sections are placed on the walls, including Back and
Legs. which Ebin says “‘represents the basics of all human-
kind — a spiritual shouldering of universal cares.”

Backthrough Woman is one of Ebin’s favorite pieces in this
series. Her back faces the viewer, her feet are disconnected
from her body and her slightly cowering shape appears
caught in prayer, or perhaps crouched for escape. Itis also a
symbolic commentary on our collective turning of our backs
to life’s horrors. Backthrough Woman also symbolized a per-
sonal crossroads for Ebin.

"I had reached a time in my life, both personally and pro-
fessionally, when | wanted to get minimal. | wanted to get rid
of all the connections. | was feeling encumbered. | wanted to
become more free. | began working more in handmade
paper. | could deal with the fragments of life in sections.”

Ebin contends that man is “very fragmented. By using
fragments in my art — whether in stone or paper, | am trying
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Hooded Sentries. 1989, Although Ebin is continually experimenting with new

Muxed media. 30f 17.6'x 70" x 44* processes, the seventeen “"Hooded Sentries” are in keeping

Photo credit George T Bennett with her affinity for surfaces that resemble antiquity. *I'm not

at all moved or attracted by smooth, plastic surfaces. | much
prefer to create sculptures that are organic,” she says.

"“For me, the most exciting part of creating a sculpture is
coming up with the idea for a series. Producing the work
may take six months to a year and once | get the first piece
done, there is an initial euphoria that carries me along. In
many ways, the excitement and the realization of an idea is
almost as good as having a finished piece.”

Ebin believes that her concepts, rooted like tightly-
wrapped mummies in archeological inspirations, her rough
organic surfaces and her manipulation of the concepts and
processes help her achieve her ultimate artistic goal

"I am always trying to capture some kind of human emo-
tion, or trying to elicit an emotion in an organic way,” she
says. "'l always see new and different things in each one of
my sculptures,” she relates. “’l like how the light hits a piece of
work . . . or how | might see something again and have a
new concept or feeling about the work.

“But as a sculptor who tries to express sociological and
political ideas in my work, | am also forever searching for a
new personification of the human figure, man frozen in time

in all of his various stages of human emotion.”” &

M.J. VanDeventer is a freelance writer specializing in articles
on art and interior design. She has contributed to Southwest
Art, Ornament Magazine and is a reqular contributing writer
for Art Gallery International

to make a statement about life.”

Her latest series, “"Hooded Sentries,” is seventeen abstract Primal Sorrow: 1987
sculptural forms developed from an image of large rock for- Lifesize. clay. smokefired,
: 3 welded intenor.
mations that resemble man in humble and stoic positions. Photo cradt George T Benert

They range in height from two and a
half to more than eight feet high and
one to four feet in diameter. They are
organic human shapes suggestive of
the earth’s composition. All figures are
in a pose of humility. head bowed as if
in prayer. Yet they are confined souls
trying to emerge from their silent
wrappings, Ebin says.

While Ebin is as comfortable
working with stone as she is hand-
made paper, this work is mixed media,
each comprised of a welded steel
armature secured on a wooden base,
covered in mesh wire that is bent and
shaped to give the feeling of trapped
human beings.

The wire is covered completely with
paper and a hardening paste and then
acrylic resin with silica sand and pig-
ment is applied to give the final feeling
of stone, thus creating a sculpture
where the environment and man
become as one

16 DECEMBER 1989 A ART GALLERA INTERNATIONAL






CYNTHIA R. EBIN

DOWNEY MUSEUM OF ART
10419 RIVES AVENUE
DOWNEY, CALIFORNIA 90241
213-861-0489

JANUARY 17,1991



Governor Deukmejian hosting fundraiser for
US Holocaust museum Washington DC 1990
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destiny was leading to this ~ everything up to now was prepar
. 5 and my techniques and abilitics
point... . It's become the Holocaust picce. 11's become th
. il point of my encrgy.”
focal point of my energy. She has read everyihing she coul
Cynthia Ebin her nands on ahout the Holacaust:
e;'zo»\eulks about lumbis to the =iau
thiit the Jows didn't fight. It wasn't
she insisted. ‘To counteract

casls 1o capture humanity in the extremes.
lulocaust, using four  of emotional experience. Her art is highly
vepresent a family  charged, unsettling and even disturbing.
: of defiance. She freezes catastrophic moments i Standingstrong and erect.
X Who has had shows at more than  history such as the volcanic burial of "1 have to ery ont for the
. and museums, uses clay  Herculancum, the city destroyed by Mt  ean't.” she saih 1 want
figures made from actual piaster body  Vesuviusthe day afier Porupeh nAD79. powerful. unforgeltable sta
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t0 Victims

dlllluod from Page 1
t—in sculptural form. And,
often, people are uncomfortable.”
*On a tour of her studio/garage,
in explains how she creates her
s@ulptures. Each figure takes about
sfx months.
=She begins by wrapping models
ins plaster bandages that harden S 2 )
;"gxd;dsmzlf'boigmpi:;glf’; e:fsr JOEL P, LUGAVERE / Los Angeles Times
forearms, thighs, feet—and shows  Cynthia Ebin creatds sculptures in honor of Holocaust victims.
w she places the clay into the ~——o — e — —_—
cfirves and crevices of the hard-
egled-bandage mold, how she fires
the clay in a kiln, then smoke-fires
ilain metal drums to create its
sgbtle brown, gray, black and pale
pink shadings. The clay is cement-
eéw a welded steel-rod skeleton.
2Engineering Feats'
-
mashe gets down on the und to
sfow dgﬂ welds and m.dm,\ that
alfow arms and legs to be removed
ﬁhe pieces, some of which weight
pounds, can be more easily
méved. “These are small engineer-
ir§ feats,” she said with a smile.
9Us an expensive process. She
must buy the materials, rent the
kiIn and pay a welder $30 an hour.
Sie flits from one project to anoths
ery showing pictures, pointing out
pieces, offering hardened body
es for inspection.
Her house is a gallery for her
pieces by default, she says with a
laligh. Everywhere are more
sclptures. On the walls are her
chest pieces, playfully called her
‘“‘Armour-Amor series,” on the
f1r sits “Sorrow,” on the coffee
tafjle a life-size child from her
Herculaneum series called “Mem-

«My art is my own pain for these
lle's plight,” she said while

quietly fondling the sleeping
‘Memoir.’ There's a power in keep-
in§ that alive.”

-

Poin's pieces are on display at the
newly opened Finegood Art
at Ihe Bernard Milken Jewish Com-

mi Campus in Canoga Park
uril Feb. 12. Call (818) 716-1100
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ataclysmic events sometimes
have a way of powerfully affecting
people many miles and years away
from where they occur. For Cynthia
RT. Ebin, a sculptress residing in
Woodland Hills, one of the strongest
influences on her art stems from the
destruction of the city of Herculaneum
when Mt. Vesuvius erupted in A.D
79. This infatuation has given fruit to
fascinating sculptured forms,

“About 1982 I read an article in
National Geographic about archeo-
logical digs for artifacts from
Herculaneum. They had thought every-
body escaped, and were just looking
for pottery and such things, Instead
of just finding artifacts, they found
the whole city had been destroyed,”
she relates, “From the moment I read
that article, it was as though I was
transfixed. I felt I had to do this series,
u tribute to these people.”

Ebin, whose work has been shown
in over 30 galleries and museums,
devoted 2 years to the project, It
consists of five lifesized figures frozen
in poses evocative of the way some of
the inhabitants of Herculaneum may
have met their end, Despite the un-
usunl way the figures are sculpted and

ansembled, partial forms held together
with lengths of pipe and linch pins,
there in an unmistakable sense of real
people captured in the clay. The 130
woctions comprising the series are all
body castings made by wrapping
models in plaster bandages, The
hardened bandages served as molds
for raku clay, which was then fired,
and the pipes then welded into place.
“Evory Sunday for over two years
I hind w groupof people come over to
modol, and they became very involved
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in the whole process,” says Ebin. The
models, chosen to represent a cross-
section of the doomed city's society
had to lend a hand to quite literally
‘The 130
Ebin
recalls, “I wanted large sections!” The

keep the project together.
pleces were an incredible puzzle

sections were smoke-fired to produce
a disturbing image of victims of a
holocaust. “I wanted to recreate the
effect of the ashes coming down from
Mt. Vesuvius,” she explains.

Ebin completed the series in time
to show it at a Los Angeles art exhibit
commemorating the 40th anniversary
of an even more sudden apocalypse,
the destruction of Hiroshima and
Nagasaki by atomic bombs. The exhibi-
tion carried some overtones closely
linked to her own artistic motivations,
she comments. “I'm trying to link up
with the past and show we're ultimate-
ly connected.” This sense of the history
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Ashes

By Stephen London

and even prehistory we all carry inside
us comes across in many of Ebin's
distinctive works.

For her masters' project at Cal State
Northridge she created twin nine-foot
totem poles, each adorned with 40 raku
clay masks of animals, men and
women, The faces, the products of latex
molds made from 21 heads she sculpted,
depict the evolution of modern man
from primates. Called “Internal-
External,” the totems are intended to
“trace the metamorphosis of our inner
consciousness as guardians of our
souls."” For the past two years she
has been involved in a related project,
“Primeval Scream," a series of life-
gize clay figures tracing the human
from fetus up until death. Caught in
strikingly dramatic but realistic
poses, these forms arve obviously not
the type of sculpture you place in a
bare corner for a decorative touch.
Rather, they are visceral, highly emo-
tive visions of humanity caught in
the extremes of emotional experience.

Despite the powerful aura which

yle

e —
Vol. 2, No. 2 |

hallmarks her major projects, Ebin is
also adept at evoking a classical sense
of tranquility. Her portraits are as
personal and serene as the

works are and in
‘People love to have their portraits
done,” notes Ebin, “and since I'm
experienced at body castings
up with the idea of doing portrait
people by making plaster casts of their

universal
I came

faces."

She makes
using an ancient fa
involving a ten-minute posing session
The subject’s countenance is then cast
in clay, which is smoke fired in layers
of treated charcoal elements to create
multi-hued surfaces. The portraits
appear both classical and contempo-
rary.

In addition to her sculpture, Ebin
makes her living by representing other
artists, about 30 in all, as founder
and co-partner in C-FAR, Contempo-
rary Fine Artist Representatives and
Consultants, She argues from personal
experience that it is difficult to market
your own art. “You're too subjective
about it. And most artists don't have
business acumen, because all they
really want is to do their artwork.”

“It's very hard to get started here,”
continues Ebin. “I had to do my first
show in Scottsdale. It's like the old
concept of ‘you need a credit card to
get a credit card’ — you need to have
been shown to be shown in LA
Because of these obstacles, she feels,
“It's very easy to get on a downhill
track and not feel your own worth.”

For those who have seen the mov-
ing sculptural statements of Cynthia
Ebin, however, it is obvious these
works have a very high value indeed.0J

her plaster molds by
ce mask process
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Volcano-inspired expressionism

Ebin, Towgood in
‘Primal Embers'’
at OveReact gallery

By Dinah Berland

ire and volcanic eruption

are shared metaphors
sculptor Usnthia Fi

painter Jean Towgood — thus
the title of their joint
Primal Embers
OveReact gallery
Although both artists gravi-

nd

exhidit

current.y at

tate toward the element
both are EXPHA\NI'..:U' H i) U
tude, the resemblance ends
there. While Ebin’'s work is sol
emn and quietly affecting, Tow-
good's is filled with turbulence,
mystery and playfulness.

Ebin's Raku sculptures, made
from plaster casts of the human
body and then fired at low tem-
perature in special smoke-ovens,
convey a sense of pathos and suf-
fering. Composed of scorched
fragments — parts of a torso, sec-
tions of an arm, a disembodied
foot — each figure is held togeth-
er by a metal armature, a core of
indestructiblity within each [rag-
ile body.

Ebin's figures are racked with
pain for a reason. Although the
artist was born in this country,
and her nts had immigrated
before World War II, man of her
relatives remained in Europe
and were killed in the Holocaust,
leaving Ebin with an intense
desire to memorialize those who
dﬁlinot survive Hitler's atroci-

On another gymbolic level, the
figures that Ebin creates repre-
sent the fate of the men, women
and children of Herculaneum
who were buried alive along with
the citizens of Pompeii in A.D, 79
;hcn Mount Vesuvius erupted.

res lie or crouch in postures
fu«my or resignation, forming
-8 Irozen community of suffering.
'i‘l'ho technique and materials
! th which Ebin works are ideal-
y suited o her expressive pur-
s :‘lce?i. thltt h:ha figures
made Y, L
burned and cracked, ‘lguy rlllum
associations, The

Ny a m
8 broken ver = ‘nr 8{.’17" ¢
onet contains.  srally uﬁ'}

One of the focal points of the
exhibit 18 a pieta, of sorts — a
kneeling figure holding the
slumped body of another across
its lap. The title “Romeo and
Juliet,” appears to romanticize
death, but also individualizes its
occurence. Equally effecting 15
the small figure of a kneeling
woman pressed up against a
wall, the darkened bottoms of

ber feet exposed beneath a fleshy

torso. This spare and intimate
much more eloquent-
r“:f the heaviness of sorrow
than do the more cliched ges-
tures of Ebin's reclining figures
with their hands draped melo-
dramatically across their brows.
While Ebin points to volcanic
eruption as a symbol of destruc-
tive power, Towgood's colorful
paintings incorporate volcanoes

as vibrant energy sources. On
large canvases and within
smaller drawings, Towgood sets
surfaces vibrating with a hail-
storm of strokes painted with oll-
stick. Images of human figures,
palm trees and volcanoes erupt
with the intensity of her mark-

Although Towgood's use of

eolor and gesture 18 consistently

. rich and electric, the point of

view in many of these works is
less clear. Vocanoes bursting into
swirls of bouquet-like embers are
more exhuberant than forboding.
And, although skeletal figures
and the fiery environments they
inhabit seem at first to be emo-
tionally charged, a too-cute car-
toon cat with spikey claws keeps
popping up to break the mood.

Most intriguin

Uiat malotaln thelr Bystarics

stmosphere and allow the pla
ful elements to dance, T 0
n::tuul dipt uh. :i‘T
4 t
Felipe Nighta.” in thin
Hm?ound - mﬁ"hk
mln some Hispanic art,

crosses and red animal
in white-hot grass, '!‘.g:' l.:‘::

Art rey{ew

}Hrr::l 'E/r;\ben." Raku sculp-
ture by Cynthia Ebin and ollstick

paintings by Jean

Towgood

OveReact, 102 West Third St,

Long

Beach. Tues.-Fri. noon-7

p.m. SatL noon-9 p.m. Sun. noon-
4 p.m. 432-2291. Through June

19.

“Romeo and Jubet," esze Raku sculpture by Cynthia Ebi.

J"”%‘H sense of ¢lpmental er is

. a ow

painting,
surrea-

resent in “San Felipe Triptych,”
n which the figure of the cat
springs out of a thicket of color.
Exemplifying Towgood's light-
er side is the animated "Dragon
Slaying Series.” In this group of

mmmuaumv"“"‘

comes jnto s own 4 l'll!lns
feline, taking odn :‘h::l n.

e e
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that begins : L
penchant for whiesY withyier
sense bf the surreal:
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An Udinotti opening, ;_:
and a beautiful book | &
KELLY WALTON

A rtist Cynthia Taub, disturbed that nothing had been includes several masks from a seres of metamorphoses

made of the discovery of bodies at Herculaneum she has done — from which the Memonam evolved. All
™ set out to do something about it these works may be seen at the gallery through Dec. 1

The result of her two-year project s Memoram to
Herculaneum, now cn display at the Udinotti Gallery, 4215
N. Marshall Way, Scottsdale

Herculaneum was destroyed along with Pompen in A.D
79 when Mount Vesuvus erupted. and Ms Taub has
constructed a sensitive, subtle scuiptural memoria! o these
nameless people who died hormble deaths. Each piece
rests on a bed of lava rocks, giving an eerie quality to the
work as a whole

“The discovery of these bodies moved me.” Ms. Taub
told me. "I believe in a spintual way that | was chosen to do
this " 4

Ms. Taub is a process-onented artist, and the process
by which she arrived at the figures in the Udinotti show s a
fas@nating one Usually, an armature is made before any
casting is done, but Ms. Taub did her sculptures in reverse
She constructed the body parts and then worked a way to
connect them into the fimshed work Now, these parts
disassemble for ease of shipment and are reconstructed
for the purposes of exhibition — much like a puzzie

*“I'm a sculptor who loves ceramic processes,”” Ms. Taub
said. So, she applies the organic processes of ceramics to
make her strong statements The pieces are first bisque
fired and then smoke fired. “‘which would allow the smoke
to just drop down on them,” she said

She showed me slides she took of her work at a
construction site in California, and it was like looking at an
archaeological dig in ltaly as the remains of these bodies
were discovered. In a sefting like that, the effect is amazing,
but far less subtle than in a callery or museum

The figures are ether lying down, as n sleep, or
cr-ching. Of course. we in this century can only imagne
what these unfortunate peoole exoenenced, but Ms. Taub

-declared, "I wanted them to die with dignity, or in ther
sleep

"“The negafive space 1s as much a part of the piece as
the rest of it." she stated.

_ Ms. Taub, a nafive of Boston, now lives in Woodiand
Hills, Calif., and she is working on her master of fine arts z¢
CalSIaieLongBeam.MetmramtoHerulacmalso
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" JOURNEY OF THE SOUL

Long Beach / Suvan Geer
In every age individuals have set out
on spiritual journeys, on pllgrimages and
personal quests, Sustained by delicate
threads of hope and longing they are
driven forward by private furies, ideals and
pein 10 seek true peace and purpose,
Such trials are epic in nature and fuel the
dreams of poets, writers, philosophers and
arists—individuals willing to endure, tran-
scend and (most important) record their
passage through the underworld,
That voyage through the dark night
of the soul, with all its challenges, tri-
umphs and reversals, is at the heart of
_Jean Towgood's paintings at OveReact
| Gellery. She describes her quest through
| an oddly familiar world with innumerable
stz bbing lines of Oilstik on paper or gigan-
tic pieces of canvas. In her works the
fariliar world is alive and in active turmoil,
Plz cid mountaing are pockets of erupting
SIIOD, RO Prarvss v osrsmmivs srarros ores
ae 1o image, becoming thick black grav
‘stne crosses or withered hands with
sheletal wrists sinking into bulging piles of
organic matter, .
' Although energetic line and color are
 the backbone of the images Towgood cre-

an internal fire In such pleces as Night-
shades: Threshold or simply vibrating with
the energy of the atmosphere that perme-
ates all of Towgood's canvases, endures
and survives, But in the end there seems
o be more of the stoic than the crusader in
its continuing martyrdom,

Towgood's symbols, (the cross, the
palm tree/withered hand, the broken yel-
low line of the highway and the enigmatic,
smiling cats with irradiated claws) form a
complex  but ullimately self-clarifying
vocabulary. With them she references and
cross-references humanity's battle against
the emotional hostility and desolation of
the current age,

Cynthia Ebin's concern is less with the
present than the past. Her raku-fired fig-
ures of men, wormen and children suggest
the plaster casts made several years ago
when scientists uncovered Impressions
of bodies buried under tons of hot ash by
the eruption of Vesuviug over Herculaneurm
in79 An.

To achieve the death-mask accuracy of
the Herculaneum figures, Ebin lakes par
tial molds from live models, then pleces
the fired fragments together over stesl ar
matures in poses that suggest the painful
vulnerability of those victime of an ancient
disaster, The raku firing scars the ashy
white pallor of the figures with soot black
tongues of dead flame and strongly links
the arlist's process with the reality of
the event,

The fragments of loosely joined clay are
offective al capturing the poses of the
dend or dying, yet curiously, the artist has
chosen 1o leave the faces blank and un-
scathed by the ordeal, The Impassive
countenances have the odd effect of
washing out the impact of the act of dying,
Even the face of the knesling man cradling
the sprawling body of a woman In a death-
vigh pleta weakly called Aomeo and Jullet

s empty—not the dull, pain-numbed face
“of unbearable loss, simply devold of feel-
ing and expression, Instoad of real pain,
Ebin gives us a dramatic and romantic no-

* tion of death, death without sting.

~In this exhibit Ebin's strongest works

a6 the handmade paper ploces, such as

Cyrithia Ebdn, Back Through Mother Barth, smake
fired) coramic, Iile-size, al Ovelleao! Gallery, Long
Beach, Phows: Ken Pearson

Backthrough —Earth Mother and Armour
Amour —Young Hoy, In which the figura-
tive Tragments of bAck, 1eet, 10rso o hekd -
866 10 Gmerge from the wall like delicate
human phantoms, In these works we are
caught by the vulnerable spirit and body of
the worman and ohild snd not distracted
theatrical death dramatics, It Ebin real
wants us 1o share her journay Into 1
underworld In search of the soul of A
doparted civilization, 1 1s. this kind
thoughttul and fragile Imagery that will
carry U there. Duath may indeod be the
great equalizer In the eplc jourmey of life,
but whit fouches ug about human mortal-
ity s more the vulnerability of Iife than the

brute finality of the grave (]
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Hills recently showed her sculpted works at Plaza
One Gallery in Warner Center. She is shown with
her depiction of death and sorrow, entitled “La
Piata.” Plaza One Gallery is located at 21600
Oxnard Street, Woodland Hills,

ST — Cynthia R.

Ebin of Woodland
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44 Convocation of Spirits” at Momentum

A Gallery opens wit';\ a reception for the
artists on Sunday, March 4 from 2 - 5 p.m. and
continues through April 5. The sculpture by
Cynthia Ebin (Thousand Oaks) and Linda
Vallejo (Los Angeles), hologram by Sall
Weber (Ventura), installation by Mary Beth
Hanrahan and Michele Chapin (Ventura) and
&n‘)ﬁ:g‘by Bonm:lclmer (Los Angeles/

selected by cura
Davi y tor Maureen
Cynthia Ebin’s “Hooded Sentries” suggest

the human figure confined “in silent wrap-
pings,” of monolithic rocks. Constructed out
of paper-covered metal and wood, the rock-
trapped humans are humble and stoic. This
fusing and confusing of the organic and the

mineral has been explored by Ebin before in
her critically acclaimed “Herculaneum Series.”
Ebin has n{ibmd in museums internationally
and in galleries throughout the U.S.

Nature interacts with twentieth century
human life in the sculgtun of Linda Vallejo
whose “Life Eternal,”"Tres Mujeres” and
other works exhibited in “Convocation” are
selected from nature by the artist and altered
in a conscious collaboration, using paper pu:r
and color to reveal the “spirits” within foun
pieces of wood. Vallejo has exhibited in
museums and galleries on three continents
and is a respected juror and teacher, Her
work is imbued with Chicano/Mexicano
cultural concepts: seeing human life as it
relates to all of nature,

The quest that ends when the searcher

follows his heart Is the setting for “Parsifal’s
Request,” a “shifting maze” where lllusion
shimmers and clarity is fleeting-—a hologram
by Sally Weber. A graduate of M.LT.s Center
for Advanced Visual Studies, Weber's explora-
tions In phic public art have led to an
interna career-in 1989 she exhibited In
Munich, Germany; Los Angeles Contemporary
Exhibitions E); Los Angeles Museum of
Sclence and Industry and Nagoya Museum,
Japan.

Hooded Sentries, 1989
Photer George T, e """ EVi

Women'’s History Honored With “Convocation”

ventura / arts council

afHe

Ce e februarylmarch 1990

Mary Beth Hanrahan and Michele
Chapin’s collaborative sculptural installations
dominate Momentum Gallery’s entrance and
sculpture patio. A fertile, nurturing spiritis
built ingeniously of living plants. “Artemis” is
a warrior queen armored with the accouter-
ments of the kitchen. A waxen mermaid
constructed of Ventura beach trash angrily
protects her living treasures. Chapin is a
sculptor and clothing designer; Hanrahan is a
sculptor/ prop-maker/ performance artist
whose work has been exhibited in Art City
Gallery and galleries in the Southwest.

Bonita Helmer’s paintings are laden with
fragments of earth, glass, rock, walls. As rich
in meaning as in texture, her images are
consciously Jungian. Momentum exhibits
works from two series—-"Dark Stages” which
Invite the onlooker into a point-of-view deep
within the paintings—a dlu,umlng perspec-
tive, and the “Plates Series” which uses plates
as a symbol for the continuum of culture,
whose fragments remain after dvilizations
perish. Helmer has been widely exhibited
with critical success. She curcently teaches at
U.C.L.A. and at Ojal Art Center, a California
Arts Council Artist-in-Residence.
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