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E N C Y C L O P E D I A P E R S O N A

SPONSOR'S FOREWORD

T h e Fellows o f  C ontem porary  Art finds it a great 
pleasure to sponsor Kim Abeles: Encyclopedia Persona, 
A  Fifteen-Year Survey. T his exhibition m arks the first 
com prehensive survey o f  the w ork  o f  this creative and 
innovative Southern California artist and offers an 
opportunity  to see the broad scope o f  her concerns.

T he exhibition furthers the aim o f  the Fellows to 
support contem porary art by initiating and sponsor
ing exhibitions featuring significant m id-career and 
em erging California artists and by publish ing cata
logues as perm anent docum entation  o f  the ir work. 
Since the Fellows was established in 1975, the orga
nization has produced tw enty-tw o exhibitions in co
operation  w ith  m useum s th ro u g h o u t C alifornia. 
M any o f  these have traveled nationally.

T his publication is dedicated to the m em ory o f  
C onsiline Antoville w ith  deep appreciation for her 
com m itm ent to and support o f  art and artists. A 
long-tim e m em ber o f  the Fellows, C onsiline was 
instrum ental in initiating this exhibition, securing 
the location and curator, and, until h e r untim ely 
death in M arch 1992, acting as Fellows liaison for the 
exhibition. W e owe her a debt o f  gratitude for this 
and o ther successful endeavors m ade on our behalf.

M any Fellows have been involved in the exhibi
tion. O u r thanks to all o f  them  and particularly to 
Audrey G reenberg, curren tly  serving as exhibition

liaison; to G inger Krueger, im m ediate past chairm an 
o f  the Fellows; to  C atherine Partridge and Kathleen 
Reges, past and presen t exhibition  chairm en; to 
K athryn Files and B arbara C o h n , develop m ent 
chairm en; to Fritz Geiser, special events chairm an; 
to Gretel Stephens, catalogue assistance; and to ad
m inistrative d irector Alice M om m , w ho has kept in 
touch w ith  the many necessary details. T he success o f  
the exhibition is due in large part to  all o f  them  and, 
o f  course, to o u r m em bership w hose support has 
m ade it possible.

We have w elcom ed the opportunity  to w ork  for a 
second tim e w ith  the Santa M onica M useum  o f  Art, 
executive d irector T hom as Rhoads, and curator o f  
the exhibition, Karen M oss. W e appreciate the ir abil
ity and expertise. W e gratefully acknowledge the 
support o f  the Andy W arhol F oundation  for the Vi
sual Arts, Inc., the Peter N o rto n  Fam ily Foundation, 
and the J. Paul G etty T ru st Fund for the Visual Arts, 
a fund o f  the California C om m u nity  Foundation.

Above all, we express ou r thanks to Kim Abeles. 
It has been a pleasure to w ork w ith  this talented, 
perceptive artist.

AN NE S. LASELL

Chairman
Fellows o f  C ontem porary  Art



E N C Y C L O P E D I A  P E R S O N A

DIRECTOR'S FOREWORD

T he trustees and staff o f  the Santa M onica M useum  
o f  Art (SMMOA) are pleased to have organized Kim  
Abeles: Encyclopedia Persona, A  Fifteen-Year Survey, an 
exhibition initiated and sponsored by the prestigious 
Fellows o f  C ontem porary  Art. T his exhibition and 
the accom panying publication are the fru itfu l p rod
ucts o f  years o f  p lanning and the collaborative efforts 
o f  m any talented individuals.

T hree aspects o f  this survey exhibition attracted 
SM M OA to the project: it offers w idespread exposure 
for an exceptional S ou thern  C alifornia artist; it 
docum ents w ork  that is difficult to categorize be
cause o f  its con ten t and unique form at; and it fulfills 
SM M OA’s m andate to  organize one-person exhibi
tions, extending opportunities to accom plished, bu t 
under-recognized, m id-career artists. Encyclopedia 
Persona is a fitting tribute to Abeles, w hose vision, 
pow erful im agination, and keen aesthetic sense give 
her an unusual ability to  com m unicate ideas about 
history and culture.

P roducing this exhibition and catalogue involved 
the dedicated efforts o f  a great m any individuals, 
organizations, and sponsors. I am  particularly in 
debted to the curator, Karen M oss, form erly director 
o f  exhibitions and curren tly  a consu ltant to SMMOA, 
for overseeing the m yriad details a ttending to the 
exhibition and this publication. I also w ish to thank 
art historian Lucinda Barnes, w ho has contribu ted  an 
illum inating  essay to  this book, and graphic designer 
Susan Silton, w ho has collaborated w ith  Kim Abeles 
on  its innovative design. B oth in  form  and content, 
the publication em bodies Abeles’ un ique sensibility 
and is a poetic com plem ent to the exhibition.

In presenting this exhibition, the Santa M onica 
M useum  o f  Art gratefully acknowledges the support 
and sponsorship o f  the Fellows o f  C ontem porary  Art.

I am indebted to G inger K rueger and Anne Lasell, 
fo rm er and cu rren t chairm en, and Audrey Greenberg, 
w ho served as the Fellows liaison, for their coopera
tion and support. Kay Files and Barbara C ohn  ably 
assisted w ith  fundraising, and Fellows administrative 
director Alice M om m  set the production  schedule 
and facilitated the flow o f  inform ation am ong the 
show ’s organizers. I appreciate the dedicated efforts 
o f  these key people.

At SMMOA, Scott Boberg, education d irector and 
an editor for the catalogue, Adam Reav Finkel, exhi
b ition  coordinator, and A ntonette DeVito, SMMOA 
director o f  developm ent, attended to  publicity, ed it
ing, fundraising, and installation in their typically 
professional and creative m anner. SM M OA staffers 
M ike P hillip s, develo p m en t associate, and T h u  
Pham , finance manager, assisted every step o f  the 
way, as did Francy Balcom b, w ho helped to coord in
ate public relations. T his exhibition could not have 
occurred w ith o u t the steadfast efforts and dedication 
o f  som e o u ts tan d in g  ind iv iduals, m ost notably  
SM M OA’s board o f  trustees, led by board president 
M ichael Finney, and the M u seu m ’s energetic interns 
and volunteers.

W ere it no t for the rem arkable achievem ents and 
talent o f  Kim Abeles, however, this exhibition and 
the m any talented  individuals m entioned  above 
w ould  no t have com e together. I reserve the highest 
com plim ent for Kim  Abeles, an artist o f  singular 
achievem ent and o f  forem ost integrity whose ideas, 
im agination, and ability m ark every aspect o f  this 
outstanding exhibition.

THOM AS RHOADS

Executive Director
Santa M onica M useum  o f  Art
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P R E F A C E  A N D  G U I D E  T O

Aim s and O bjectives. Encyclopedia Persona is not 
an ordinary exhibition publication; it is a hybrid be
tw een an artist’s book and a reference volum e that 
serves as the catalogue for K im  Abeles: Encyclopedia 
Persona, A  Fifteen-Year Survey. T h e prim ary aims o f  
this book are to fully illustrate Kim Abeles’ artistic 
production  from  1979-1993; to provide an historical 
context for her w ork; and to chronicle her life as an 
artist, educator, and activist in  C alifornia during  the 
past fifteen years. A com plete docum ent o f  the exhi
b ition Encyclopedia Persona indexes the artist’s twelve 
series and includes her avid research on a broad range 
o f  subjects. M odeled directly after an early 1960s 
edition o f  the World Book Encyclopedia, the objective o f  
the publication is to  present Abeles’ detailed investi
gations in a com prehensib le form at, using w ritten  
text, photographs, line drawings, charts, maps, and 
archival materials.

Format and Contents. T he concept for Encyclopedia 
Persona resulted from  the collaborative efforts o f  Kim 
Abeles, artist/graphic designer Susan Silton, and ex
hibition curator Karen Moss. Silton designed the 
encyclopedia, w hile Abeles selected the photographs 
and m ade drawings for the book. T he artist and the 
curator w orked together to determ ine the overall 
content o f  the book. T h e curator’s in troduction  dis
cusses the general concept behind Encyclopedia Per
sona and provides a context for Abeles’ w ork  as both 
an artist and an activist. T he  alphabetical section 
w ritten  prim arily by Abeles, begins w ith  her b io
graphical chronology, then docum ents her twelve se
ries in textual and pictorial detail. T h e  artist augm ents 
her ow n text w ith  selected w ritings by o ther authors 
and a wide array o f  photographs and hand-draw n 
illustrations. T h e prim ary essay by art historian and 
curator Lucinda Barnes explores the them e o f  tru th  
and fiction in  Abeles’ work. Included in the back o f  
the publication are a checklist o f  the exhibition; a list 
o f  lenders; a selected bibliography; inform ation about 
the Santa M onica M useum  o f  A rt and the Fellows o f 
C ontem porary  Art; and an index o f  the illustrations, 
photographs and works o f  art in the book.

O rganization o f Inform ation. Encyclopedia Persona 
is organized so that an abundance o f  inform ation on 
art and non -art subjects alike becom es m ore acces
sible to its readers. T his is achieved th rough  a single 
alphabetical arrangem ent o f  the entries, including 
Abeles’ twelve series titles and various genres, per
sons, and topics related to her work. For example, the 
book begins w ith  the nam e o f  the artist, Abeles, and 
her biographical chronology. It is followed by Aging, 
a topic o f  one o f  the twelve series. N ext, under Barnes,

one finds the essay about Abeles’ w ork  by Lucinda 
Barnes. T his en try  is followed by Biographical P o r
traits, a series title, and then  by Bookworks, a specific 
genre o f  Abeles’ work.

T h e w ritten  text o f  the individual entries in the 
alphabetical section consists o f  descriptive prose, d i
dactic inform ation, and o ther quoted m aterial. These 
texts are interspersed 
w ith reproductions o f 
Abeles’ work, archi
val or docum en tary  
p h o to g ra p h s , an d  
hand-draw n illustra
tions.

T h e  a r t i s t ’s line  
draw ings and m aps 
m ay d irec tly  i l lu s 
trate som eth ing in an 
en try , o r th ey  m ay 
fu nc tio n  as a m ore 
conceptual or w h im 
sical “m appings” o f  
ideas related to a par
ticular work.

E ach  in d iv id u a l 
w ork in the exhibition 
appears in the text and 
is re p ro d u c e d  in a 
photograph under its 
series title in the A-Z 
section. Each w ork  is 
also listed under its 
series in the exhibi
tion checklist and by 
its individual title in 
the alphabetical index 
at th e  back o f  the  
book. All o ther illus
tra tion s, m aps, and 
photographs are also 
listed in the index.

C ross-references at 
th e  en d  o f  e n trie s  
guide the  reader to 
o ther pages w ith in  the 
book w here there is 
inform ation related to 
those topics. Sources and Suggested Readings follow 
som e entries to list specific reference materials for 
that subject, w hile the selected bibliography provides 
a w ide range o f  articles, books, and exhibition cata
logues published on Abeles’ work.

G u id e  w ord s  appear at the 
top corner of each page. At 
the upper left corner is the 
title for the first entry that 
appears in the first column of 
the left page; at the upper 
right corner is the title  of the 
last entry on the right page.

H ea d in g s  are indented from 
the left-hand margin. Main 
headings, written in all capi
tal letters, indicate the begin
ning of an entry. Subhead
ings, written in upper and 
lower case, are subjects or 
titles of artworks.

A rc h iv a l m a te ria ls  appear 
in entries throughout the text 
when appropriate.

at the end
of a particular entry, direct 
the reader to related subjects 
or works in other locations of 
the book.

Sources a n d  S u g g e s te d  
R ead ings  appear at the end 
of appropriate entries to cite 
additional readings on those 
subjects.

I l lu s tra t io n s , M a p s , a n d  
P h o to g ra p h s ,  appearing  
throughout the text, are cap
tion e d  and lis ted  a lp h a 
betically by title  or subject in 
the Index o f Illustrations, Pho
tographs, and Works o f Art at 
the end of the book.
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E N C Y C L O P E D I A  P E R S O N A

BIOGRAPHICAL PORTRAITS
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ENCYCLOPEDIA PERSONA m ap

Locations of several p ro m in e n t Shaker V illages in the  east
e rn  U n ited  States.

The Celibacy and Practicality o f M other A nn / 
Speak in Tongues and Im port Oysters. M other Ann 
Lee (1736-1784) foijnd'ecf the Shaker C om m unity, a 
scatteringofUrTopian villages which thrived during 
the^L800s^ T hey are w ell-know n for their furniture 
and general practicality in processes and objects. T heir 
ideas w ere often ingenious, such as the creation o f  the 
round barn in w hich a person could stand at a central

/ 7  n ^ n

b e j^ H T g ^ p h o to  o f  
a building (as to be 
inconspicuous). I set 
up my cam era and 
g lan ced  to  see a 
g ro u p  o f  p eo p le  
heading toward the 
cam era-zonc. I th e t f  
p eered jh tt5ugh  the 

,yk*w-finder and af
ter a long delay, I cu
riously looked up to 
see w h e re  all th e  
p eo p le  had  g on e . 
T hey w ere all cour
teously  waiting-^ttT 
my rigl^arrdleft, so I 

-«rCffa take a picture. 
See also B o o k w o r k s  
(O ur Position, Always, 
Reciprocal). .

Ann Lee's "X" mark as it appears  on he r m arria g e  license.

pivot p oint to feed the animals. A w onderful follow
ing o f  artisans in H ancock Village, M assachusetts, 
m aintains the traditional styles o f  the Shakers.

T he Shakers w ere also notable for their observance 
o f  celibacy. (Ironically, they were fond o f  oysters and 
frequently im ported this aphrodisiac.) Shakers were 
never born into the clan; instead, their practice o f  
adoption became a m odel for state institutions. W o
m en and m en w ere separate but totally equal in terms 
o f  politics and responsibilities. In contrast to the 
com posed logic w ith  which they approach design, the 
Shakers approached religion w ith  zeal. D uring their 
holy m eetings, they w ould shake and speak in tongues. 
T he fervor was so striking, in fact, that neighbors 
continued to com plain to the police and tried to have 
them  expelled from  the districts.
Sources and Suggested  Reading:
Sprigg, J u n e , an d  D av id  L ark in . Shaker Life, W ork and Art. N ew  
Y ork: S tew art, T a b o ri an d  C h a n g , 1987.
A ndrew s,1 E d w ard  D em in g . The People Called Shakers - A  Search for  
the Perfect Society. N e w  Y ork: D o v e r  P u b lica tio n s, 1963. (R eference  
so u rce  fo r m arriage  licen se  c o n ta in in g  A nn  Lee’s “sig n a tu re”).

H c k e ty  T ic k e ty .  1982 . B icycle 
'w h e e l ,  pho to g ra p h s , th re a d , ce

m en t, w o o d , m eta l, acrylic. 77" 
x 50" x 20".
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A N  I N T  R  O  D U  C  T  I O  N T O

The end o f an encyclopedia is to assemble the knowledge scattered oner 
the earth, to expound it to contemporaries, and to transmit it to posterity...

— D e n is  D id e ro t, “T h e  E n c y c lo p e d ia ,” V o lu m e  5, Encyclopedic, 1755 1

W hy Encyclopedia Persona? For a better un d er
standing o f  this book’s title and its relationship to Kim 
Abeles’ work, the in troduction  will begin w ith  a 
discussion o f  the m eaning o f  encyclopedia and persona.

Encyclopedia, the Circle o f Learning. T he w ord 
encyclopedia, a neologism  fabricated from  the Greeken 
(in), kyklos (circle), and paideia (learning) is defined 
as: “the circle o f  learning .” 2 In  classical antiquity, the 
w ord referred specifically to the “circle” o f  arts and 
sciences, a general course o f  instruction  the Greeks 
considered essential for a liberal education. W hile 
encyclopedic publications existed in antiquity, in the 
M iddle Ages, and in Asia, the w ord is first used in a 
1531 treatise, The Governour, w ritten  by the English 
scholar, Sir T hom as E lyot.3

T he m odern published encyclopedia, an alpha
betical index o f  in form ation  on  all branches o f  
knowledge, dates from  the Age o f  E nlightenm ent. 
T h e French Encyclopedic (1751-1772), a 28-volum e 
collaboration o f  philosophers, scientists, and artists 
know n as the Encyclopedistes, was co-edited by D enis 
D iderot and Jean d ’A lem bert. In  D id ero t’s prospec
tus he w rote that the 18th cen tury’s great accum ula
tion o f  knowledge w ould  be useless if  not shared, and 
that the need for its dissem ination was tru ly  urgen t.4 
Since D id ero t’s day, the founding o f  public institu 
tions, the advent o f  com puter technology, and even 
the ubiquitous cliche o f  the doo r-to -door salesman, 
have all contributed to  greater dissem ination o f  ency
clopedic inform ation to broader audiences.

Kim Abeles is an artist w ho  shares the dem ocratic 
spirit o f  D id ero t’s directive to dissem inate know l
edge. Since 1979 she has w orked in series, accum ulat
ing inform ation on diverse subjects that have becom e 
a structure for her artistic production . She chooses a 
subject, investigates it thoroughly, then  assembles 
the data and source materials in notebooks. Inspired 
by her fru itfu l research on a particular topic, each 
w ork distills an aspect o f  her investigative process. 
Realizing that even an en tire series cannot contain all 
her research, she often makes books that reveal ancil
lary inform ation about each subject.

T h e Encyclopedia Persona form at results directly 
from  Abeles’ ow n art-m aking and intellectual p ro
cesses. M ore than ju s t an alphabetical index o f  her 
twelve series, this book is bo th  a repository fo r the 
plethora o f  accrued inform ation and a chronicle o f  
her life and w ork. T he A -Z  section, w ritten  in both

first and th ird  person, consists o f  Abeles’ ow n prose 
supported by text from  o ther artists, scholars, and 
experts. T he publication’s design resem bles early 
1960s encyclopedias w ith  colorful graphics, maps, 
and Kodachrom es. Encyclopedia Persona is a nostalgic 
tribute to  the illustrated books that one could browse 
th rough  to indulge in  the sim ple pleasure o f  reading 
and enhancing knowledge.

Encyclopedias can be authoritative and arcane in 
dices o f  knowledge, b u t this book attem pts a m ore 
personal, pluralistic presentation on a range o f  Abeles’ 
interests. H er m odesty and sense o f  irony prevent her 
from  using an authoritarian voice on any o f  the 
subjects she investigates. Instead, she plays w ith  the 
pre-conceived idea o f  an encyclopedia’s absolute au
thority  by creating entries that function  as m eta
histories o f  her subjects. Abeles freely em bellishes 
each en try  and com pares this process to the art o f 
storytelling. W hile she sincerely wants people to u n 
derstand her ideas and her w ork, parts o f  the book 
m im ic and m ock the didacticism  o f  an encyclopedia.

Abeles’ fascination w ith  authoritative texts sur
faces in  her individual works. First Fork, one o f  her 
Fact Fiction Boxes (1983-86), contains a “fork” painted 
on a spoon and a definition from  the Oxford English 
Dictionary. Juxtaposing this altered utensil w ith  a false 
definition, she satirizes the notions o f  lexical descrip
tion, the constructions o f  history, and the m yth o f 
originality. For her Dead Sea Scrolls (1984-85), she 
com bined “scroll fragm ents,” photographs, and legal 
texts to reveal the m ulti-layered story o f  the sacred 
scriptures’ discovery. In  one o f  her Biographical Por
traits (1982-91), Abeles found conflicting encyclope
dia entries about pioneer w om an Calam ityjane, wrote 
the texts onto  sticks, and placed them  in glass bottles. 
Each text exists as a secret message in a bottle that 
e ither validates or refutes Jan e’s assertions about her 
life. Abeles used volum es o f  the ch ild ren’s reference 
series, the Wonder Books, as the frame and support for 
som e o f  her Smog Collectors (1991-92), objects w ith  
images created th rough  the accum ulation o f  particu
late m atter on  the ir surfaces. T h e image o f  a heart 
rendered in sm og on the cover o f  Great Engineers and 
Engineering illustrates the dichotom y betw een tech 
nological innovation and the preservation o f  hum an 
life, contradicting the idealized narrative on progress 
found inside the book. In these w orks, Abeles ques
tions the au thority  o f  the texts, em phasizing the 
failure o f  language or history to inform  the reader. 
T his issue o f  tru th  and fiction in Abeles’ w ork is dis
cussed at length in Lucinda Barnes’ essay in the A-Z 
section o f  this book. (See B a r n e s ,  L u c i n d a ) .
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E N C Y C L O P E D I A  P E R S O N A

Persona: Resounding Through the M ask. Persona, 
a Latin w ord for the m ask w orn  by actors in G reco- 
Rom an theater, derives from  personare, m eaning to 
“sound through, or to resound .” 5 It referred specifi
cally to the way actors projected the ir voices to speak 
through a character in the arena, an im portant social 
function in  ancient cultures. As tim e progressed, 
Rom an law came to define persona as an individual, a 
citizen w ith  rights and duties, and only later did it 
connote a “person.”

T hese m ultip le connotations o f  persona are all vis
ible in Abeles’ work. Since her w ork  is frequently  
narrative, she relies upon  the use o f  different masks 
and characters to tell her stories. An avid reader o f  
biographies since her ch ildhood and a psychology 
m inor in college, she is interested in hum an  person
ality and the various personae we em brace. Abeles 
assumes the m ore public o r social role o f  the ancient 
actor, speaking th rough  specific personalities or an 
implied hum an  presence. H e r w ork  usually revolves 
around the notion  o f  a person and often  focuses on 
hum an strengths and struggles.

Beginning in 1980, Abeles lived and w orked in 
dow ntow n Los Angeles on Broadway near the gar
m ent district and Skid Row. In her Kimonos (1979-82) 
and Shrines (1979-83), she used these form s to house 
personae and to com m ent on social issues. H e r ki
m ono Sweatshop Down the Hall and Sometimes I t’s Me 
refers to the poor labor conditions o f  garm ent w ork
ers in her ow n loft building, w hile Imperial Shoeshine 
is a shrine to  her personal relationship w ith  the 
ow ners o f  a Broadway shoeshine boo th  w hose busi
ness closed as the result o f  urban gentrification.

Specific individuals inspired Abeles’ Biographical 
Portraits, ranging from  a hom eless m an she m et on  her 
street to people know n for their im pact on  civil rights 
and political history, like Rosa Parks or Ju lius and 
Ethel Rosenberg. Initially, Abeles m ade a single w ork 
for each biographical portrait; later she devoted entire 
series to individuals such as her treatise on  the cel
ebrated young visionary from  Lourdes,The Image of 
St. Bernadette (1987), and Long Exposures: (An Artist in 
her Later Years)  (1991-92), a fem inist portrait o f  her 
friend Florence Rosen. W hether deriving from  per
sonal acquaintance o r copious research, Abeles cre
ates uncannily  perceptive portraits o f  people from  
every walk o f  life.

Habeas Corpus (1991-93), her m ost recent series, 
refers to the Rom an notio n  o f  the person as citizen, 
focusing on the rights and representations o f  indi
viduals in today’s society. Abeles raises questions 
about how  we are repeatedly required  to prove our

personal identities; how  individuals m ust fight to 
defend the ir liberties and supposedly inalienable 
rights; how  the m edia represents ou r national charac
ter and constructs ou r collective identity; and how  
our governm ent m anipulates global politics.

Even w hen  Abeles does no t allude to a specific 
personality, her w ork  rarely excludes the notion  o f  a 
person or hum an presence. H e r sensitivity towards 
individuals in the early w ork  has broadened to a 
concern for specific issues o f  the hum an  condition in 
her recent w ork. U ltim ately, at the heart o f  her 
oeuvre are people, the cast o f  characters that she has 
encoun tered  over the past fifteen years.

Abeles' Interest in O ther Artists and W riters. 
A lthough Kim A beles’ interests include bo th  m odern  
and contem porary  art and artists, she does n o t align 
h erse lf w ith  any one group, school, or label. Because 
she uses m any materials and strategies to balance 
form  w ith content, her artistic p roduction  is no t easy 
to codify. A closer look at her specific interests in 
o the r artists and w riters reveals m uch  about the art 
she produces and how  it has changed during  the past 
tw o decades.

Dada and Duchamp. Abeles’ strong interest in the 
conceptual and the ironic can be traced back to dada. 
H e r w ork  pays hom age to the dada concept o f  the objet 
trouve, the appropriated, m ass-produced, quotidian 
object that is assigned high art status by the artist. 
Abeles favors D ucham p’s “assisted readymade,” som e
th ing that is no t ju s t  chosen, bu t altered or trans
form ed by the artist, since she often fabricates her 
ow n found objects, preferring the hand-m ade and 
sim ulated to the m anufactured and m ass-produced.

Abeles’ group o f  sculptures, w hich she calls “con
trap tion s,” recall the m achine-age aesthetics and 
“m echanom orphic” works o f  D ucham p and fellow 
dadaists M an Ray and Francis Picabia.6 Som e o f  her 
contraptions have cranks, gears, or o ther m echanized 
parts tha t conflate the body and the m achine. Sculp
tures such as Experiment to Identify Change or Pentipede, 
designed to m easure Abeles’ specific actions w ith in  a 
set system, are contraptions tha t consist o f  bo th  the 
m easuring device and the data they docum ent.

Abeles refers m ore explicitly to D ucham p appro
priating his form al structures to reveal concepts about 
the function and m eaning o f  objects and art. H is 
readym ade Bicycle Wheel (1913), is a recurring  m o tif  
in several o f  her w orks (See D u c h a m p ’s B ic y c l e ). 
T h e Box In A  Valise, his 1941 “portable m useu m ” w ith  
m iniature reproductions o f  his w ork symbolizes his 
relocation from  N azi-occupied  Paris to N ew  York, 
bears sim ilarities to  Abeles’ Traveling Sales, a leather
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suitcase filled w ith  religious paraphernalia related to 
St. B ernadette. Both the Box In A  Valise and Traveling 
Sales reveal issues o f  com m odification, mass produc
tion, celebrated identity, and veneration , equally ap
plicable to the w orlds o f  art and religion.

Assemblage 
and Sculpture.
A rt h istorians 
o ften  d iscuss 
A b e les ’ w o rk  
w ith in the con
tex t o f  W est 
C o ast assem 
blage, and she 
has show n in 
several assem 
b lage su rv ey  
e x h ib i t i o n s .7 
Technically, her w ork is com posed o f  found m ateri
als o r hand-m ade objects assem bled together. T he 
synthetic, free-associative nature o f  assemblage al
lows her to com bine m yriad source materials to  con
struct her narratives. Like o ther assemblagists, she 
creates a dialectic betw een artifice and reality; art and 
non-art; h igh and low; and she shares their sensibility 
for using m ultiple layers to create a form  o f  visual 
poetry.

Abeles, however, is no t seduced by the beauty o f  
objects in favor o f  content, and she does no t consider 
herself to be a form alist. She feels that her conceptual 
and systematic process, the socio-political nature o f  
her w ork, and her age differentiate her art from  that 
o f  m any other assemblage artists. H er w ork is less 
related to Los Angeles’ first generation o f  assemblagists 
than to a second generation o f  artists w ho favor m ore 
conceptual and narrative form s o f  assem blage .8

Edward K ienholz’s State Mental Hospital (1964-66), 
how ever, did m ake a trem endous im pact on Abeles 
w hen she discovered it as an undergraduate painting 
m ajor.9 T his is not surprising, since K ienholz’s cri
tique o f  state m ental institu tions’ use o f  drugs, lo- 
botom ies, and o ther inhum ane practices to  control 
patients, is far m ore political than the w ork o f  any 
o ther first generation Los Angeles assemblagists and 
is m ore akin to Abeles’ ow n subjects.

M ore com pelling for Abeles than the predom L  
nantly male Los Angeles assemblage artists were two 
N ew  York sculptors, Louise N evelson and Eva Hesse. 
N evelson interested Abeles for her process o f  assem 
bling castaway fu rn itu re  parts in boxes stacked in 
tight grids to restore their beauty and to  create new, 
unified wall environm ents. Eva H esse provided even 
greater inspiration for Abeles w ith  her m eticulously 
draw n and sculpted com positions o f  circular form s

INTRODUCTION from  1966-68. Abeles saw these works as im portant 
m editations on systems art and m inim alism , and as 
precursors to H esse’s later serial sculptures, in w hich 
she com bined organic fabricated forms into sequences 
that began to  function  as installations.10

Feminist Performance and Photography. As the 
w om en’s m ovem ent accelerated, Abeles became aware 
o f  fem inist perform ance and interm edia w ork. She 
recalls E leanor A ntin’s 100 Boots (1971-73), a pho to 
graphic postcard series docum enting  a long line o f  
rubber boots placed in locations ranging from  C ali
fornia to  N ew  York. She liked the repetition o f  sim ple 
objects that take on new  m eanings in each different 
site, as the disem bodied boots im ply the presence o f  
absent m archers. W hile A ntin’s perform ances o f  h is
torical w om en and female stereotypes are m ore the
atrical than Abeles’ visual evocations o f  different 
personae, the two artists share an ability to project the 
character and nuances o f  hum an personalities.

Perform ance artist Laurie A nderson first appealed 
to Abeles for her D ucham pian attitude tow ard ob
jects. She especially liked A nderson’s early altered 
violins, sim ple objects outfitted w ith audio equip
m ent to change their function and sound. In later 
perform ances, A nderson has used digital voice syn
thesizers to tell stories about language, m edia, gen
der, and o ther cultural issues that are close to Abeles’ 
ow n concerns.

For artists like A ntin and Anderson, the ph o to 
graphic or video docum entation o f  their perform ances 
has becom e their art. N e ither a perform ance artist 
nor a photographer per se, beginning in 1979 Abeles 
m ade an ongoing series ofphotographic self-portraits 
to docum ent tem poral actions that underscore the 
function o f  the camera. Experiment for M yself As Other 
docum ents Abeles using kiln tongs and o ther heavy 
im plem ents to strike the shu tter release. In Our Posi
tion, Always Reciprocal she strapped a cam era to differ
en t parts o f  her body (over her face, around her waist, 
and around her ankle) to  express the voyeuristic 
nature o f  the cam era and to refer to  the subject/object 
relations o f  spectatorship. In Sisyphisto Abeles wears a 
gas mask and hangs tools (drills, saws, a glue gun, etc.) 
on her body, reversing the concept o f  an th ropom o r
phism  by becom ing a “live” contraption. In these 
fem inist self-portraits, Abeles perform s actions, uses 
objects, and assumes vantage points that are culturally 
inscribed as “m asculine.”

At the tim e she began these photographic self- 
portraits, Abeles read Susan Sontag’s seminal book, 
On Photography.' 1 Since her w ork  is preoccupied w ith  
docum entation  and questioning the au thority  o f  text, 
she was interested in the way that Sontag dism issed 
the idea tha t the photograph is a reliable docum ent or 
an agent o f  absolute verisim ilitude. M oreover, she 
was intrigued by Sontag’s insistence that only w hen

M a rce l D ucham p, The Box in a Va/ise 
(Boife en Va/ise), 1941. Collection of the 
Los Angeles County Museum of Art.
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we begin to doubt the veracity ofphotography, can we 
truly consider it as an art form  or as m edium . T his was 
an im portant idea for Abeles, since she uses pho to 
graphs not ju s t as docum entation, bu t as a material 
that she alters, tears, fragm ents and presents o u t o f  
context.

Sontag’s book m ay have also influenced other 
works w here Abeles makes specific references to the 
processes o f  photography H er Experiment to Identify 
Change functions like a large pho to-booth  and p rin t 
rack that displays the results o f  a specific daily ph o to 
graphic ritual. Long Exposures (An Artist in Her Later 
Years) (1991-92), uses a darkroom  as a m etaphor for 
self-image during  the process o f  aging .12

Language And Systems. A beles cites w rite r  
G ertrude Stein as a strong influence on her w ork 
since the early 1980s. She found  inspiration in the 
w riter’s rom antic, yet idiosyncratic, prose style o f  
attenuated sentences built from  cubist layers. S tein’s 
am using w ord  repetitions provided im petus for some 
o f  Abeles ow n ram bling titles: She Said I  Found This 
Sparrow and Thought o f You I  Said o r The Celibacy and 
Practicality o f Mother Ann/Speak In Tongues and Import 
Oysters. Abeles also adm ired Stein’s im agination and 
her independence to w rite w ith  her ow n set o f  rules. 
In  spite o f  its gram m atical incongruities, she liked the 
way Stein gives nonsensical language new  m eaning.

Stein provided a m odel for Abeles to strike a bal
ance betw een the didactic and the poetic as she syn
thesizes visual and w ritten  text to  create m ultip le 
layers and readings. In the syntax o f  her ow n lan
guage, every object or artifact functions like a w ord; 
each individual w ork  becom es a com plete sentence; 
and every series elucidates the full narrative on her 
subject. Abeles sees her small-scale objects as “foot
notes” that enrich  her series w ith  encyclopedic detail.

Abeles has also tried to create her ow n specific 
w ritten language w ith her Horizonlines drawings. These 
pen and ink  outlines o f  topography and structures 
made w hile riding in trains, translate rural and urban 
landscape and skylines into hieroglyphic graphs or 
charts. Like concrete poem s, the Horizonlines are the 
direct predecessors to the series o f  conceptual maps 
and illustrations found th rou g ho u t this text.

As poetic as Abeles’ process can be, it is thoroughly  
systematic, as she often  applies specific grids, s truc
tures, or rules to  a particular investigation. C ounting, 
cataloging, and com pleting specific tasks abound in 
her work. For bo th  Indexfor the Pluperfect and Collective 
Diary, Abeles sets up a grid o fphotographs to organize 
an inventory o f  specific kinds o f  objects and images. 
In som e w orks she undertakes daily tasks o r makes 
investigations to  help her better understand nature 
and the environm ent. Ritual for Instinctual Return in 
volved the odd daily task o f  washing, drying and 
separating carrier pigeon feet from  their identifica-
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tion bands. Displayed in neat rows on a drying rack, 
the severed feet and bands signified Abeles ow n feel
ings o f  her separation from  nature. In  Observatory/ 
Territory, she bu ilt a dom ed structure  to examine and 
chart daily solar and lunar m ovem ents. H er Pilgrimage 
to the Wedge, a 16-1/2 m ile trek  from  dow ntow n to a 
“clear vista” at the base o f  the San Gabriel M ountains, 
was carefully m easured by her Pentipede contraption 
and docum ented  in Instructions for Stride Forward.

Given her propensity  for specific structures and 
tasks, Abeles’ w ork  is related to system s-oriented and 
inform ation-based art o f  the late 1960s and 1970s.13 It 
is no t as prosaic o r didactic as some conceptual art, 
since it goes beyond text and pivots on hum an sub
jects. T he conceptualists she finds m ost appealing 
are Adrian Piper and Yoko O no, w ho engage in m ore 
philosophical and social docum entations. Like these 
w om en, she has found a un ique way to com bine for
mal sensibility w ith  conceptual rigor and to m ediate 
betw een the personal and the political in her work.

Abeles' Role As An A rtis t/A ctiv is t. N ever sim ply a 
m aker o f  objects, Abeles’ role has spanned the gam ut 
from  producer to activist. Since her youth  she has 
been deeply involved in social and political issues 
affecting no t only artists, bu t people from  m any 
com m unities. Long before the dubious label o f  “po
litical correctness” en tered  o u r vocabulary, Abeles 
proved her personal co m m itm en t as an activist w ho 
applies her artistic abilities to  specific social concerns. 
In  her typically com prehensive m anner, she rarely 
makes a cursory w ork, b u t delves into a subject for an 
extended length o f  tim e.

For ten  years Abeles has tackled environm ental 
issues, particularly air pollu tion. M otivated by her 
personal d ilem m a o f  living dow ntow n next to  a fac
tory that produces toxic em issions, she often sets up 
systems to sam ple the sm og and m easure the air 
“quality” in Los Angeles. T h e  274 photographs in 
cluded in Mountain Wedge docum en t the obscured 
view o f  the m ountains from  her studio, w hile Sixty 
Days o f Los Angeles Sky Patch (View to the East) com 
pares daily samples o f  the sky’s color, ranging from  
w hite to blue to brow n, during  a tw o-m onth  period. 
Abeles’ public art project for the C alifornia B ureau o f 
A utom otive Repair consists o f  large-scale Smog Col
lector Sculptures fabricated from  recycled vehicle ex
haust systems. Placed in S outhern  California loca
tions, these sculptures gather sm og to raise issues and 
pose solutions to  the pollu tion  problem . O n  each 
piece, bilingual panels w ith  autom obile driving and 
m aintenance tips, sm og facts, and Rideshare program  
inform ation prom ote environm ental awareness, help
ing the public com bat the pollu tion  tha t is a visible 
part o f  each sculpture.
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For five years Abeles has focused attention  on the 
w orld-w ide AIDS pandem ic. H e r project Collective 
Diary: Dedicated to People With A ID S , first presented in 
1989, incorporates the writings, m em orabilia, and 
photographs o f  People W ith Aids (PWAs). A truly 
com passionate representation o f  AIDS, this project 
gave PWAs a chance to validate and dignify the ir lives 
as it showed the audience aspects o f  our com m on 
hum an existence. O riginally part o f  the exhibition 
Living in the Age o f A ID S ,  curated by A nne Ayres at the
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K im  A b e le s  d e m o n s tra tin g  h e r Sm og C o lle c to r to Children at 
Bonaventure Hotel, Los Angeles. Courtesy of California Bureau of 
Automotive Repair.

O tis Parsons Gallery, Abeles subsequently  helped to 
organize its national tou r and public education p ro 
gram. Abeles’ recent H IV  Tarot, a bilingual educa
tional brochure about AIDS, was funded by Los 
Angeles’ C ultural Affairs D epartm en t and widely 
circulated th rough  public venues and schools. W ith 
the ir hand-draw n graphics, vibrant colors and ex
planatory texts, the appealing taro t images on each 
card attract the attention  o f  young people, rem inding 
them  no t to tem pt fate, b u t to becom e aware o f  safer 
sex practices and AIDS prevention.

In 1990 Abeles co-coordinated World News, an 
exhibition in w hich 60 artists and w riters spontane
ously responded to the outbreak o f  the Persian G u lf 
W ar. Far from  the biased, hyperbolic broadcasting o f 
C N N , this project em pow ered artists to respond to a 
catastrophic global issue. In 1992 also Abeles co
curated Smog: A  Matter of Life and Breath, w ith  the staff 
o f  the California M useum  o f  Photography, co n tinu 
ing her efforts to inform  the public about air po llu 
tion.

At the core o f  all her diverse activities is Abeles’ goal 
to educate her audience and the pub lic .14 In  each 
situation she sees herselfand her w ork  as a conduit for 
obtaining inform ation that she feels should be public, 
rather than privileged. It is Abeles’ indefatigable en 

ergy that forces her to pursue difficult issues, and to 
try to educate her com m unity  and the general public.

Completing the Circle o f Learning. Abeles attem pts 
to com plete the classical “circle o f  learning” and 
fulfill D id ero t’s directive by dissem inating and shar
ing inform ation w ith  others. D idero t’s idealistic de
sire and rationalist pursuits may seem incongruous in 
today’s postm odern  w orld in w hich contem porary 
discourse and philosophies instruct us to m istrust the 
pu rsu it o f  authoritative knowledge, to doubt the 
m eaning o f  the text, and to question the very notion  
o f  hum anism .

Abeles tries to grapple w ith  the  overw helm ing 
challenges facing our contem porary culture, wading 
th rough  the inundation  o f  inform ation, profuse p ro 
duction, and sensory overload in ou r late capitalist 
society in order to glean the tru th . She is com m itted 
to the arduous task o f  trying to make the incom pre
hensible com prehensib le for as many people as pos
sible. Like the encyclopedia, Abeles’ w ork is didactic 
and instructive; it is however, aesthetic and poetic, 
always grounded in persona, in people and in hu m an
ity. She weaves m any threads th rough  her work, 
re tu rn ing  again and again to her subjects w ith  an 
optim ism  and sense o f  hum anism  that is a rare quality 
in anyone living on the edge o f  the m illennium .

1 Will and Ariel D urant, The Story o f C ivilization, The Age o f  
Voltaire, volum e DC, 640.

2 Jacques Barzun and Ralph H . Bowen, Ram eau’s Nephew and 
Other Works Indianapolis, B obbs-M errill, 1964, 277.

3 The Compact Edition o f the Oxford English Dictionary, O xford 
U niversity  Press, O xford , 1971, 861.

4 D urant, 634.
5 Oxford Latin Dictionary, P.G.W. G lare, editor, N ew  York, O x

ford U niversity  Press, 1982, 1356.
6 In an interview  w ith  M ichael M cM illen  in Kim  Abeles, edited 

by Lucinda Barnes, Los Angeles, A.R.T. Press, 1989,5, the artist re
fers to o u r post-industria l m achines as “organic creatures.”

7 Abeles participated in two recent assemblage exhibitions: Forty 
Years o f  California Assemblage, F rederick S. W ight Art Gallery, Los 
Angeles, U niversity  o f  C alifornia, 1989 and Lost and Found in 
California Four Decades o f Assemblage A rt exhibition at Jam es Corcoran, 
Shoshana W ayne,Pence Galleries Santa M onica, 1991.

8 Sandra Leonard S tarr,“Assemblage Art: A Pocket H isto ry ,” in 
Lost and Found in California, exhibition catalogue includes Abeles in 
the second generation o f  “narrative” assemblage artists.

9A .R .T . Press interview , 11, Abeles talks about how  she carried 
the K ienholz reproduction  from  Jan so n ’s History o f A rt in her 
notebook for ten  years or m ore.

" 'It is tragically ironic that Llesse’s sculptures, filled w ith  life, 
w ere fabricated from  synthetic, toxic m aterials that probably con
tribu ted  to her p rem ature death from  cancer.

11 Susan Sontag, O n Photography, N ew  York, Farrar, S traus and 
G iroux, 1977.

12 In o the r w orks Abeles refers to  the cam era itself: M ountain  
Wedge is constructed  like a bellows, w hile Camera Desiros is a 35m m  
cam era m ade o f  bird feathers.

13 It is in teresting  that the Library o f  C ongress classification for 
this catalogue is “conceptual a rt.”

14 See Abeles C hronology  for a list o f  her activities.
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E N C Y C L O P E D I A P E R S O N A

ABELES, A  bel eez, KIM (1952- ), born  Kim
Victoria W right in R ichm ond H eights, M issouri to 
Frances Elizabeth (Sander) (W right) (Schoem aker) 
H offm an and B urton N oel W right. H er m other, a 
singer in the St. Louis M unicipal O pera, later be
com es a visual artist. H e r father (1919-1990) w orked 
as a sales m anager in the firebrick industry  in St. 
Louis, M issouri. H er only sibling, Jill W right, is an 
accom plished illustrator. Follow ing her m o th er’s 
second marriage in 1960, she is raised in Pittsburgh, 
Pennsylvania. She expresses a strong sense o f  art- 
making early in life. In her early teens, she travels to 
conferences on civil issues as a representative for the 
local YWCA.

Chronology. 1969. Selected as Am erican Field 
Service studen t to U tsunom iya, Japan. Abeles m eets 
B uddhist priest, Kosai Kobari, w ho introduces her to 
traditional Japanese arts: calligraphy, w oodcut p rin t
ing, ceramics, and kim ono-m aking.

1970. Studies pa in ting  at O h io  U n iversity  in 
A thens, O h io  and receives BFA in 1974. H er art
w ork  is published for the first tim e in 1972 in 
Seventeen magazine.

1973. Lives in converted grain silo in rural sou th 
eastern O h io  w ith  first husband, Ken Abeles. W rites 
and illustrates the book, Crafts, Cookery and Country 
Living, published by Van N ostrand  R einhold C o., 
N ew  York in 1976. Begins exhibiting trompe I’oeil 
paintings w ith  personal/psychological them es.

N elso n  G ra n t

h i

r  J

A
EN CYCLOPEDIA PERSON A m ap

The A r tis t 's  Roots. C lock
wise from  top: A b e le s 'm o 
th e r, Frances E lizabeth  
Sander; sister, Jill Elizabeth 
W righ t, w ith  the young Kim 
V ictoria  (W right) Abeles; 
fa ther, Burton Noel W right.

M ap based  on lo n g itu d e s  o f the artist's  travels.



1978. Accepted into graduate program  at C alifor
nia Institu te  for the Arts and sets up studio there for 
the sum m er. Receives num erous grants from  U C  
Irvine and enrolls in  M FA program . M anages living 
quarters for a revolving group o f  artists, including 
Alan Saret and w riter M ichael Krekorian. W hile at 
U C  Irvine, receives critical suppo rt from  w riter 
and film m aker Alan Sondheim  and art historian 
M elinda W ortz.

1979. C oordinates, w ith  artist Sandra Rowe, a 
three-day sym posium  at U C  Irvine on Symbolization 
involving w orkshops, perform ances, lectures, and 
panels (including Jacki Apple, David A ntin, D oni 
Silver and Suzanne Lacy). Selected as H onoraria 
Program  Recipient in Recognition o f  O u tstand ing  
S tudent Research and Creative A chievem ent at U C  
Irvine for Impressions, an installation com posed o f 
1,046 handm ade cobblestones and a lim ited edition 
book. Travels to Europe.

ABELES, KIM

The A m e rica n  F ield  Service S tu d e n t in  Ja p a n . Abeles w ith  
classmates at U tsunom iya G irls ' H igh School, 1969.
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S u rv iv a l,  a d raw ing published in Seventeen, was based on an 
anim ated film  m ade by Abeles in 1 970.

Crafts, Cookery, andCountry Living
© V an  N o s tra n d  R e in h o ld

A b e le s ' h a n d w r itte n  and illustra ted in 
structional book, 1976.

D e ta il o f T abu la  Rasa. 1 977. Acrylic on 
canvas, 34" x 28". Private Collection. 
During the m id-1970s, Abeles concen
tra ted  on trom pe I'oeil paintings w ith  
personal/psychologica l themes.
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In tra co n n e c tio n s . 1 979. Acrylic on canvas, dyed cheesecloth, wood, 
50" x 46" x 48". Selection from  Abeles' MFA exhib ition  at UC Irvine 
in 1980.

1980. Receives M FA from  U C  Irvine w ith  her 
thesis on  Shingon B uddhism  and a series o f  kim onos 
related to its philosophy. Sets up a studio in dow n
tow n Los Angeles w ith  artist D oni Silver. Adjacent

sweatshops and the harsh 
streetlife provoke her to 
crea te artw o rk s abou t 
“rea l” life ra th e r than 
ethereal them es. Earns a 
living for three years an
sw ering “M iss Lonely- 
hearts” letters. S tud io- 
m ates d u r in g  v a riou s  
years inc lude scu lp to r 
George Stone, painters 
M ary W erbelow , Lauren 
R ichardson, and Sylvia 
T id w e ll ,  an d  w r i te r  
R oberta  O stro ff. P e r
form s as flying figure in 
George Stone’s filmic in
stallation, Capacitor.

A rtis t Lau re n  R ichardson ,
w ho shared the Broadway 
studio in dow ntow n L.A. w ith  
Abeles in 1 986, is seen w o rk 
ing on her pa in ting , Giant.

ABELES, KIM

v m  i i
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G e o rg e  S to n e , C apacitor. 1 9 8 0 -8 1 . F ilm -based 
insta lla tion , 35' x 35'. Insta lla tion view, Otis A rt 
Institute, Los Angeles. Abeles perform s as the flying 
figure .

D an ie l M a rtin e z
D e ta il o f In v e rte d  R itu a l. 1982. Mixed m edia, 
70" x 50" x 1 9". Abeles' move to  dow ntow n L.A. in 
1980 influenced her to  create artw orks about 
sweatshops and labor.
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1981. Prim ary in troduction  into Los Angeles art- 
scene th rough  the exhibition Southern California Art
ists at the Los Angeles Institu te for C ontem porary  Art, 
curated by Barbara Haskell o f  the W hitney M useum .

1982. Creates shrine-like sculptures that focus on 
social issues. Solo exhibition o f  Abeles’ sculpture at 
the Bridge Gallery, Los Angeles C ity  H all, sponsored 
in part by the Office o f  the M ayor and D epartm ents 
o f  G eneral Services and C ultural Affairs.

1983. Begins series o f  Fact Fiction Boxes, prim arily 
installed in libraries, w hich challenges notions o f  
knowledge and academ ic reality.

1984. Receives fellowship residency to  the H and 
H ollow  Foundation  at the George Rickey W orkshop 
in upstate N ew  York; develops the installation, Obser
vatory/Territory, w hile in residence. Begins research
ing and creating sculpture as biographical portraits. 
U ndertakes a tw o-year series o f  artworks that tell 
the story o f  the discovery o f  the Dead Sea Scrolls. 
Teaches Visual Fundam entals at U C  Irvine until 
1985 (also 1987-8).

1985. Begins extensive publication o f  lim ited edi
tion  artist’s books for each installation as a way to 
reach a broader audience. Begins corresponding w ith 
scholars in fields o f  study related to her series. P o rt
folio o f  drawings published in Fiction International. 
Teaches at C alifornia State U niversity  at Fullerton 
until 1987.

1986. Travels to G erm any and stays w ith artists 
M argarete Fidel and A chim  Pahle, w h om  she m et 
through George Rickey and begins Horizonline series

while there. Active m em ber o f  Artists Resource C en 
ter (ARC), founded by Sheila Pinkel, w hich creates 
posters and banners for activities such as Big M o un 
tain Support G roup and U .S . O u t o f  C entral Am erica 
rallies. Teaches at C larem ont Graduate School (also 
in 1987, 90, 91).

1987. Travels to E urope w ith  artist D eborah Small 
and historian Bill W eeks. Stays in Yugoslavia w ith 
gallery ow ner Anuska Sm ith. Travels to Lourdes and 
leaves St. Bernadette Souvenir Cards in telephone booths.

A  Mile a Minute (LA  
to Del Mar as Seen 
from a Moving Train) 
p u rc h a s e d  u n d e r  
the Am erican Acad
em y and Institu te  
o f  Arts and Letters, 
th e  H a ssam  and  
Speicher Purchase 
Funds. Creates two 
in s ta lla tio n s , The 
ImageofSt. Bernadette 
and Pilgrimage to the 
Wedge. C reates first 
Smog Collector, even 
though she does not 
develop the series 
until 1990. Creates 

Horizon Block for the traffic island at the intersection 
o f  Santa M onica Boulevard and La C ienega for the 
six-m onth  exhibition A rt on the Island sponsored by 
the C ity o f  W est H ollyw ood and organized by Vicki 
Shipkowitz and Ian Tanza. M arries Russell M oore.

C ounting  Time in  th e  Seven D ay W o rk  
W eek/...T h e  H ero  is Conscious. 1982. 
W oven g arm e n t hangers, acrylic  on 
shirts, w ood, m etal, 72" x 50" x 42". 
C ollection of the Fashion Institute o f 
Design and M erchandising, Los Angeles.

TGL P h o to  w o rk s , Inc.
S cu lp to r G e o rg e  R ickey w orking  in his 
upstate New York W orkshop. H efounded 
the Hand H ollow  artist's  re treat at the 
W orkshop.

A ch im  P a h le
A rtis ts  a t H an d  H o llo w  F o u n d a tio n  in
1 984 standing w ith  a sculpture by Achim 
Pahle (left to  righ t, Ruth Lerman, Pahle, 
N ancy H am m er, Loretta D unkelm an, 
and Abeles).
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D eb o ra h  S m a ll. Detail o f 1492. 1 986. M ixed m edia, 1 5" x 1 9" 
x 2" (each panel). Abeles and Small have shared a close 
friendsh ip  since m eeting at UC Irvine in 1978.

A ch im  P a h le
M a rg a re te  F id e l a n d  A b e le s .
Abeles m et Fidel at Hand Hollow  
Foundation, and they continued 
th e ir friendsh ip  th rough visits in 
Berlin and Los Angeles.

A b e le s1 d a u g h te r  Zoe Noel M oore at age 9 months.

F i r s t  p r in te d  in  F ic tio n  In te rn a tio n a l
T is fo r  Trotsky. 1984. Ink on paper, 13"x 11". Private collection.

1988. C oordinates art and video com ponent for an 
A m nesty In ternational and Food First Benefit C o n 
cert at the Jo h n  Ansen Ford Theater, produced by 
Russell M oore and I lari Scordo, ow ner o f  Bad Eye 
Gallery. Gives birth  to her daughter, Zoe N oel M oore. 
Selected to be part o f  Unknown Secrets -  Art and the 
Rosenberg Era, a three-year touring  exhibition curated 
by N in a  Felshin and coordinated by Rob O k u n  and 
later participates in related panel discussion at San 
Diego State U niversity. T he book, Kim Abeles, de
signed by L austen /C ossu tta  Design, is published by 
Art Resources T ransfer, Inc. (A.R.T. Press).

1989. Participates in  Living in the Age o f A ID S  
exhibition curated by A nne Ayres w ith  perform ances 
and program s organized by Francy Balcom b at the 
A rt Gallery o fth e  O tis A rt Institu te ofParsons School 
o f  D esign (now  O tis School o f  A rt and Design). 
Begins touring  selections from  the exhibition as part 
o f  a public outreach program  w ith  safer sex w ork
shops, panel discussions, lectures, volunteers to field 
questions, and brochures. Begins a series o f  AIDS- 
related postcards. Exhibits in Dialogue: Prague/LA 
Exchange, curated by Barbara Benish and Z denka 
Gabalova at the Galerie M ladych and Lidovy D um , 
Prague, and in the tou ring  exhibition Object/Concept: 
40 Years o f California Assemblage, guest curated by 
Anne Ayres at the W ight Art Gallery, U niversity  o f 
California, Los Angeles.
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TOUCH A FRIEND
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TALK ABOUT AIDS
S election  fro m  th e  b ilin g u a l postcard series w ith  HIV/AIDS 
in fo rm ation  on reverse, created in 1990.

1991. Receives Los Angeles C ultural Affairs G rant 
to create the H IV /A ID S  Tarot, w hich she distributes 
free to the public. Receives grant from  A rt Resources 
T ransfer, Inc. Begins first variation o f  the installa
tion, Long Exposures (An Artist in Her Later Years), 
w hich includes interviews and docum entation  o f 
artist Florence Rosen. C om m issioned by the C ali
fornia Bureau o f  A utom otive Repair and D epartm en t 
o f  C onsum er Affairs to create on-site  Smog Collector 
sculptures for a cam paign to inform  the public about 
sm og checks, rideshare, and anti-sm og solutions. 
T h e sculptures tou r forty corporations and agencies 
in  Sou thern  C alifornia to prom ote rideshare p ro
grams. The Smog Collector projects receive extensive 
national and international a ttention  th rough  elec
tronic m edia and print. C oordinates, w ith  Barbara 
Benish and D eborah F. Lawrence, World News, a 
grassroots exhibition about the G u lf W ar involving 
60 artists and writers. W ith  Sheila Pinkel, organizes a 
series o f  m onth ly  lectures held at Abeles’ studio that

1990. Receives grant from  the Pollock-K rasner 
Foundation. T eam  teaches at Venice H igh  School 
w ith  perform ance artist Elia Arce and w ith  the guid
ance o f  M adre Program  coordinator Suchi Branfm an. 
M em ber o f  artist team  com m issioned th rough  the 
California Arts C ouncil to create design enhance
m ents for the Secretary o f  State/State Archive B uild
ing, Sacram ento. Selected fo r th  e Photography Biennial 
curated by Edw ard W. Earle and D eborah Klochko at 
the California M useum  o f  Photography, Riverside. 
Participates in the Arts Advisory C om m ittee  for the 
Citywide Cultural Masterplan, headed by Adolfo N odal, 
General M anager, Los Angeles C ultu ral Affairs D e
partm ent. A rtist’s page art published in Art Papers 
(and again in 1991). C reates artw ork for Windows on 
A ID S ,  coordinated by Linda B row nridge for the 
A rm ory C en ter for the Arts, Pasadena, CA  (also in 
1992). Begins The Smog Collector series.

A M ile  a  M in u te  (LA to  D e l M a r  as Seen fro m  a M o v in g  T ra in ). 1986. Ink on paper, 2 panels, 20" x 53" each.

D avid  B u to w , © 1991 L o s  A n g e le s  T im es . R e p rin te d  b y  p e rm iss io n
Los A n g e le s  Tim es p h o to g ra p h  of W orld News coord inators: 
artists Abeles, Barbara Benish, Deborah F. Lawrence, and p ar
tic ipa ting  artist Karl Matson.
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presents speakers to educate artists and activists about 
issues o f  racism, the environm ent, and labor.

1992. Receives a C lean Air Award from  the South 
Coast Air Q uality  M anagem ent D istrict for her envi
ronm ental artwork. Selected from  the U n ited  States 
for the Fotografie Biennale Rotterdam, T he N etherlands 
curated by Bas Vroege and Frits G ierstberg. Panelist 
for Contemporary Artist’s Books: Creating N ew  Access 
at the International LA Art Fair. Panelist for From 
Egocentric to Eco-Centric: Raising Our Own and Others’

E nvironm ental C on
sciousness for the W est
e rn  M useum s C o n 
ference. International 
V isito rs  C o u n c il o f  
Los Angeles arranges 
studio visits w ith  cu l
tu ra l rep resen ta tives 
fro m  H u n g a ry  and  
Korea. G uest C urator, 
w ith  Senior C u ra to r 
Edward W. Earle at the 
California M useum  o f  
P h o tog rap hy , R iv er
side, for Smog: Views o f 
Life and Breath, an ex
hibition that brought 
to g e th e r  a rtis ts  and 

scientists from  the Statewide Air Pollu tion  Research 
Laboratory. Selected th rough  the Los Angeles C u l
tural Affairs D epartm en t as artist on  the design team  
for the Panoram a C ity  Library. Becom es m em ber 
o f  the Board o f  D irectors for Los Angeles C o n 
tem porary Exhibitions. Develops The Smog Watch 
for Exactly, Inc. for purposes o f  public access to art 
and activism.

1993. Receives Fellowship Award from  the  J. Paul 
G etty T ru st F und for the Visual Arts, adm inistered 
by the C alifornia C om m unity  Foundation. Teaches

A ctivist A rt/P u b lic  Access classes at Art C en te r 
College o f  Design, Pasadena, CA, focusing on u n 
conventional m ethods for bringing art to  the public. 
Becom es m em ber o f  the Artists’ Advisory C o m m it
tee for the Los Angeles M unicipal A rt Gallery. Be
com es m em ber o f  the Advisory Board for Spirit 
W orld C hildren . C reates installation, Sky Patch (Sixty 
Days o f Los Angeles Sky -  View to the East). Travels to 
W hitm an College, Walla Walla, WA to present a week 
o f  lectures and presentations. Selected for the exhibi
tion, Paradise Lost, curated by M im i D ebruyn as part 
o f  Antwerp 93, Belgium .

ABELES, KIM

F lo r e n c e  R o s e n . Athena, N avigating  Catalina Channel 
from  N ight Journey. 1991. Mixed m edia, 4' x 3'. Rosen was 
Abeles' student at Cal State Fullerton in 1986 and la te r be
came the  subject o f the  insta lla tion , Long Exposures (An Artist 
in  H er Later Years). (See L o n g  E x p o s u r e s ) .

S h e i la  P in k e l .  Real Eyes. 
1987. Photograph, 70 “ x 48". 
Pinkel founded Artists Resource 
Center in 1 986.

F i r s t  p u b lish e d  by A.R .T. P re s s
C ollection of C alifo rn ia  State University Long Beach, U niversity Art Museum.
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PR E V IO U S  SO LO  E X H IB IT IO N S --------------

Linda M oore Gallery, San Diego, CA 

Turner-Krull Gallery, Los Angeles, CA 

Laurence M ille r Gallery, New York, NY 

Turner-Krull Gallery, Los Angeles, CA 

Laguna A rt Museum Satellite Gallery,
Costa Mesa, CA

A tlanta  Pavilion, A tlanta  Arts Festival, 
A tlanta, GA

Institute fo r Design and Experimental A rt
(IDEA), Sacramento, CA

Drudis-Biada A rt Gallery, M ount St. M ary's
College, Los Angeles, CA

Karl Bornstein Gallery, Santa Monica, CA

A.I.R. Gallery, New York, NY

Guggenheim  Gallery, Chapman College,
Orange, CA

Karl Bornstein Gallery, Santa Monica, CA 

University A rt G allery, Pepperdine 
University, M a libu, CA 

Karl Bornstein Gallery, Santa Monica, CA 

Phyllis Kind Gallery, Chicago, IL 

Bridge Gallery, Los Angeles City Hall,
Los Angeles, CA

Karl Bornstein Gallery, Santa Monica, CA 

M unicipal A rt G allery, Barnsdall Park,
Los Angeles, CA

Fine Arts Gallery, University o f C alifo rn ia , 
Irvine, CA

Fine Arts G allery, University o f C alifo rn ia , 
Irvine, CA

The Sm og C atcher (T h irty  Days o f  Sm og) II. 1992. Particulate 
m atter (smog) on plexiglass, 1 5" x 1 3". A se lf-po rtra it o f Abeles 
from  the Smog Collector series.

D av id  F a m ilian
Sixty Days o f  Los A nge les  Sky P atch  (V ie w  to  th e  East). 1 993. Acrylic on paper m atching sky colors 
each day (distorted by smog), assem blage contraption  fo r view ing sky section, ancillary  artworks 
u tiliz ing  co lor data, 10' x 10'. Insta lla tion  view  at Loyola M arym ount University, Los Angeles.
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AG ING, CREATIVITY, AND THE EVOLUTION OF 
A W O M AN 'S  LIFE. See L o n g  E x p o s u r e s  (A n  A r t is t  
in  H e r  La t e r  Y ea r s).

BARNES, LUCINDA. Art historian and curator o f 
m odern and contem porary art, Allen M em orial Art 
M useum . Barnes is the au thor o f  the follow ing essay 
on a them e that runs th roughou t Abeles' work.

The Truth Palace: Kim Abeles' Facts and Fictions. 
I f  one w ere to build  a tru th  palace, how  w ould  it look? 
W hat form  w ould it take, outside and in? W ould right 
angles or dom es be appropriate? C an  we, in fact, 
quantify tru th? C an we localize it in a specific space? 
C an we exam ine the character and virtue o f  its es
sence? C an our senses experience and therefore know  
absolute reality?

Kim Abeles has devoted m uch o f  her artistic life to 
exploring and questioning the param eters o f  tru th . In 
the m id-1970s, w hile still an art student, she painted 
in a trompe I’oeil m anner. As the French term  suggests, 
her skilled representations o f  personalized still lifes 
fronted a game o f  visual trickery, to  fool the eye. H er 
objective resided not w holly in the pictorialization o f  
com m onplace objects. Rather, she toyed w ith  the no 
tion  o f  veracity, o f  a true and absolute image. Abeles’ 
w itty dialogues evolved in to  tactile queries, revolv
ing around a foundation o f  seem ingly inconsequen
tial fragments ofdaily life. Filtering her vision through 
the eyepiece o f  the com m onplace, Abeles entered 
into, and continues to expand, an artistic discourse on 
hum an existence.

Abeles com pleted Letters from Kosai, one o f  her 
earliest Shrines, in 1979. Kosai, a Shingon B uddhist 
priest, was a m entor to Abeles w hen she was a foreign 
exchange studen t in Japan. After her re tu rn  to A m e
rica, his influence continued th rough  the ir diligent 
correspondence. Letters from Kosai initially appears to 
be a simple, beautifully hand-crafted w hite kim ono. 
Yet sewn w ith in  the sheer fabric o f  its ou te r shell are 
dozens o f  transparen t pockets that display Kosai’s 
letters in the ir envelopes. T he kim ono becom es a gar
m en t o f  rem em brances, a kind o f  hum an envelope 
encapsulating Kosai’s spirit-im age, his essence, w hich 
for Abeles resides in his w ords and learned thoughts. 
Abeles’ constructed  “image” portrays the subject in 
m ore palpable and intim ate term s than the m ost 
fastidious rendering o f  his physical likeness could 
bring to  light.

Abeles continued to fram e her subjects w ith in  the 
k im ono form  into 1981. Reanim ating countless p ro 
saic objects, hum an-m ade and natural, she sought a 
quotidian intim acy as a truer, m ore lifelike represen
tation o f  her subjects. T he Kimonos grew  increasingly 
sculptural w ith  each investigation, gradually releas
ing the literalness o f  the ir relationship to clothing. 
C oncurren tly , the Shrines and Biographical Portraits se
ries developed as direct outgrow ths o f  the Kimonos.

Experiment to Identify Change (1983), from  the Shrine 
series, originated in a friendly conversation. Abeles 
had been told that the lines o f  one palm  change 
w ith tim e, w hile those o f  the o ther rem ain constant. 
I f  true, a dilem m a arises: w hat o r w ho generates 
change —  a foretold text, that is, the lines o f  the palm, 
or the individual? T he question so challenged Abeles’ 
notions o f  identity  and self-im age that she decided to 
em bark upon  her ow n quasi-scientific investigation.

Abeles bu ilt a cham ber o f  sorts, consisting o f  a 
pew-like booth , a stationary camera, and a plaster 
m old in w hich she placed her hands palm  side up. 
O ver a period o f  approxim ately five m onths she 
structured  her daily routine around a ritualistic p ri
vate perform ance o f  photographing her hands to 
docum ent her life ’s progress. T h e contraption by 
w hich she enacted this ritual, and the resulting pho
tographic evidence, came to em body the sculpture. In 
effect, its form  grew o u t o f  the detritus o f  the artist’s 
action. T h e now  stationary sculpture —  the pew  and 
m oun ted  camera, flanked by two tall racks from  
w hich rows o f  negatives are suspended, and the plas
ter m old upon the altarpiece that strangely resem bles 
a book o f  scripture —  retains a hum anoid  presence, a 
phantom -like rem em brance o f  its form er action.

Interestingly, Abeles never tallied the final statis
tics. She has rem arked that her conscious and system 
atic search itselfw as sufficiently revealing. Perhaps an 
absolute analysis w ould have robbed the process o f  its 
force. Experiment to Identify Change guides the view er’s 
focus beyond the evidence, suggesting that tru th  
resides in greater d im ension in the docum enting 
rather than in the docum ent.

Abeles Makes Relics and Invents Artifacts. Paving 
a creative path, the artist concocts objects as i f  p re
fig u rin g  fu tu re  co n te m p la tio n  o f  o u r  cu ltu ra l 
present. T h e Fact Fiction Boxes propel decay and m a
terial deterioration into an indeterm inate tem poral 
realm , w hich incorporates bo th  past and present. In a 
w ork  from  the series, A  Problem With Maintenance 
(1983), a stained and aged ironing board cover is 
intricately suspended w ith in  a display case. A ccord
ing to its com panion brass plaque, this is the Bayeaux 
Tapestry. Since its creation in the eleventh century, 
this clo th has traveled from  the hands ofveneration  to 
nearly becom ing refuse and back again. Yet the cloth, 
the actual fabric we see, is ne ither historical nor 
precious. It is no th ing  m ore than an ironing board 
cover beyond its tim e. N evertheless, it also is a com 
pelling m aterial evocation in this context. Abeles 
weaves an aura o f  fact around a b latant fiction. She 
questions distinctions o f  value betw een w hat is com 
m onplace and precious, betw een the throwaways o f 
one cu lture and the veneration o f  another. Does our

BARNES, LUCINDA
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awareness o f  object and text, so beautifully enhanced 
by the artist’s m useum -like presentation, becom e less 
m eaningful upon  acknow ledging the artist’s fantasy? 
Does no t the artist’s rich im agining release both  
object and text to be contem plated free from  pre
scribed values?

Calamity Jane and Ques- 
tionsofTruth (1984-85), fo
cuses on assum ptions re
g a rd in g  h is to rica l fact.
This w ork belongs to the 
category o f  Biographical 
Portraits, while sharing the 
textual concerns ofthe  Fact 
Fiction Boxes. Abeles’ p re
lim inary research in to  the 
life o f  the infam ous p io
n e e r  w o m a n  u n v e ile d  
m ore contradictory than substantiated inform ation. 
T h e subject herself apparently passed on fluctuating 
fictions about her ow n life. C alam ity’s historical path 
even includes a variety o f  typographical errors that 
have risen to the status o f  fact.

T he artist personifies Calam ity Jane as a con junc
tion  o f  fragments. O verlapping pieces o f  text and 
image coalesce in a m elange ofsim ultaneous perspec
tives o f  opinion, hearsay, and docum entary  evidence. 
Abeles proposes as her overall image a set o f  choices. 
T he view er may piece together any com bination o f  
inform ational fragm ents given and ultim ately form  a 
concrete picture o f  C alam ity’s identity. O r, i f  we 
conclude that values o f  tru th  and identity  are absolute 
only in relation to specific tim e and place, we u nd er
stand her as m any images.

M other Ann, the 18th century founder o f  the 
Shakers, Ethel and Ju lius Rosenberg, and Rosa Parks 
followed as subjects for Biographical Portraits. Abeles’ 
choices suggest an em pathy for figures w ho have 
dem onstrated un relen ting  strength o f  will and utter 
conviction o fth e ir  own actions. W ith  each unraveling 
o f  a character, Abeles has found herse lf in an ever- 
deepening process o f  self-discovery. As they com e to 
fru ition, these sculptural personages reanim ate both 
subject and artist.

Abeles' M ateria l and Intellectual Investigations. 
Increasingly, Abeles generated far m ore inform ation 
than could be accom m odated by a single w ork o f  
art. Small lim ited-edition  books, w h ich  Abeles p ro 
duced as com panions to the sculpture and as epi
logues to the stories, provided a partial outlet for the 
excess. By the mid-1980s the sculptures had extended 
into room -sized installations. M ultiple interrelated 
sculptural com ponents allowed the artist to develop 
increasingly com plex and subtle visual dialogues.

BARNES, LUCINDA T hrough  this spatial expansion Abeles could m ore 
thoroughly  engage both  her physical narratives and 
her audience.

T w o early installations, Dead Sea Scrolls (1984-85) 
and The Image o f St. Bernadette (1987), originated sim 
ilarly to  the Biographical Portraits as investigations o f  
the factual and fictive param eters o f  historical perso
nae. T he Dead Sea Scrolls series centers on  Kando, a 
shopkeeper in B ethlehem  in the 1940s. Abeles con
siders Kando as the unw itting  pivot po in t betw een 
the rather innocen t discovery o f  the Dead Sea Scrolls 
and the ir nearly instantaneous transform ation into 
vehicles o f  personal greed and political power. In 
Greed Turns to Glue (1985), Abeles invites us into an 
anim ated slice o f  history that leads the view er to 
altogether unexpected realizations.

St. B ernadette has been the object o f  no less ob
sessive a cultural and com m ercial com m odification. 
T hrough  a maze o f  fastidiously m ade objects, from  
Abeles’ large freestanding sculptural structures to her 
m iniature paintings and ornate boxes o f  faux relics, 
the dem arcation betw een m iraculous actuality and 
the ensuing g lu t o f  event-related kitsch slips o u t o f  
focus. Abeles discovers in  both  Kando and St. Ber
nadette a little-recognized face o f  history. In ten tion- 
ality contributes actively and persistently to the shap
ing and reshaping o f  o u r cultural self-image.

Abeles’ m ove to an installation form at actually 
began to surface w ith  Observatory/Territory (1984-85). 
D uring  the sum m er o f  1984 she was a recipient o f  a 
H and H ollow  Fellowship, 
an artists’ residency p ro 
gram established by the in- 
te rn a tio n a lly -ren o w n c d  
sculptor, George Rickey.
T he program  was located 
in rural upstate New Y ork, 
on the grounds ofR ickey’s 
hom e and studio. Always 
a keen observer o f  her im 
m e d ia te  s u r ro u n d in g s , 
this radical change in her 
environm ent, from  urban 
Southern California to the 
H u d so n  River Valley, instantly found a place in 
Abeles’ work. In a rem ote w ooded site she con
structed a one-person, cage-like contraption. Abeles 
m ade daily pilgrim ages to her personal dom ed obser
vatory w here she then passed hours w atching and 
charting the heavens.

Observatory/Territory, like Experiment to Identify 
Change, m aterialized as an outgrow th o f  a series o f  
speculations and ideas generated by an activity. T he 
sculpture consists o f  the dom ed cage and dozens o f  
sheer fabric panels. Phases o f  the sun and m oon, in 
the passage from  N ew  M oon to Full M oon, are

D av id  F a m ilian
D e ta il o f The Truth P alace
(S ee  a lso  HABEAS C O R PU S).

D e ta il o f E x p e rim e n t to  
Id e n tify  C hange  (S ee also  
S h r i n e s ).
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painted on the fabric, effectively form ing a massive 
three-dim ensional illum inated m anuscript. T h e  sus
pended fabric panels reflect the ir kinship to the 
kim onos. T hey  are draped around the observatory in 
a large sweeping curve, based on the celestial paths o f  
the sun and m oon, invoking the physical and crea
tive territory  w here the artist charted the daily tu rn  
o f  the universe.

Mountain Wedge (1985-87) succeeded w ith  a similar 
mission. Again, Abeles’ creative scrutiny em erged 
from  the province o f  conventional familiarity, w hich 
in this case was the view from  her studio w indow. 
Since m oving he r w ork space to dow ntow n Los A n
geles in 1980, Abeles’ im m ediate urban neighbor
hood and its inhabitants had figured variously and 
frequently in  her w ork. Mountain Wedge, the central 
w ork  in the series Pilgrimage to the Wedge, blossom ed 
from  a sim ple observation, that o f  a smogless vista o f 
the nearby San Gabriel M ountains. It was a very rare 
sight since varying densities o f  sm og w ould  norm ally 
obscure the view. A year passed before the same vista 
was to reappear. T o  confirm  her observations in the 
m ost physical and true m anner possible, Abeles elected 
the task o f  walking in  a direct line from  her studio to 
the closest poin t from  w hich she could clearly see and 
photograph the same m ountain  vista. A long the ten - 
hour, 16.5 m ile walk, on the day o f  a first-stage smog 
alert, Abeles photographed everything in her path.

Abeles' Pure Delight in Process and Discovery. 
Mountain Wedge and the ancillary objects w hich ac
com pany the installation form  a giant photographic/ 
sculptural reflection and reexperience o f  the event. In  
this instance, how ever, one senses an increasing u n 
dercurren t o f  concern in the artist’s voice. T he 
investigation o f  aspects o f  sm og and air quality in i
tially surfaced in Abeles’ w ork  in the early 1980s. 
U nderstandably, the issue factored significantly in 
her daily environm ent. R ather than resolving the 
issue, however, the process o f  realizing Mountain 
Wedge m ore deeply em bedded Abeles’ concerns and 
queries. Smog Collectors (1991-92) followed. As in so 
m any previous w orks, the project was set in m otion 
by a casual observation —  the accum ulation o f  soot
like particles on the surface o f  her car.

After a b it o f  experim entation, Abeles discovered 
that she could gather smog, the actual particulate air 
m atter that settles on  m ost surfaces. U sing  a variety o f 
com m on household item s, plexiglass and adhesive 
paper as the “collectors,” Abeles has assem bled a vast 
body o f  evidence. A sim ple stencil process allows her 
to draw  and paint w ith  smog. U nlike historical facto r 
accepted fiction, the specific evidence o f  these works 
is utterly inescapable; it asserts conditions o f  everyday 
existence w ith  undeniable reality and impact. And yet 
hum or, w him sy, and the artist’s abiding com m itm ent 
to aesthetic concerns prevent the Smog Collectors from

slipping into a dogm atic m ire.
Evidence, regardless o f  verity, does no t guarantee 

accuracy, awareness, or appropriate action. Abeles 
confirm s this paradox again in Truth Palace (1991). 
T h e sculpture is a container o f  evidences. A vertical 
cage o f  shelves displays inform ation to be considered 
by the viewer —  pictures, slides, phone bills, video
tapes, cassette tapes. Slashes o f  red pigm ent, as if  life- 
giving blood, streak across docum ent surfaces, circu
lating th rough  and connecting the body o f  the sys
tem . T he en tire structure is enveloped by a dia
phanous scrim , a kind o f  skin both  housing and ob
scuring the evidence. Abeles’ Truth Palace queries 
w hether evidence can substantiate a physical and 
spiritual being, and if  a life can or should be prag- 
m atizcd by evidence.

Abeles relies on  actuality and the force o f  im agina
tion  to sharpen awareness, her ow n and that o f  her 
audience. T hrough  a rich and infinitely inventive vi
sual language she leads her view er/participant to the 
possibility o f  realizing w hat we know  holds the key 
to a m uch vaster realm  o f  w hat is knowable. As com 
pelling as verisim ilitude and evidence m ight be, tru th  
does no t w holly, or even som etim es partially, reside 
in the attributes o f  fact. Yet Abeles never relinquishes 
be lief that ultim ately tru th  creates its ow n voice.

L U C IN D A  B A R N E S
BIOGRAPHICAL PORTRAITS, a series from  1984- 

1991, exists on  a pivot poin t betw een fact and fiction, 
taking into account the subjectivity o f  ou r percep
tions and data. I look to the poetry  in com m onplace 
objects as a way to evoke in viewers the ir ow n infor
m ation, stories, and recollections. I tu rn  concepts

into objects and call a 
rose a rose.

Rickety Tiekety was 
created in 1982, before 
rising  u nem plo y m en t 
in the follow ing decade 
forced a large popula
tion o f  families and in 
dividuals to live on the 
streets. T he sculpture 
refers to an observation 
about a m an w ho lived 
on Broadway and w ith  
w hom  I became friends. 

Since he often sat o r slept on  the sidewalks, his 
v iew point o f  the passing crow ds was often from  a 
level that revealed only their legs and feet, dangling 
handbags, o r small children in  strollers. Pedestrians 
either overlooked or ignored his presence.

W hen I w ent to take the photos for Rickety Tiekety,
I selected a spot on  the curb  w here I w ould appear to

BIOGRAPHICAL PORTRAITS

ENCYCLOPEDIA PERSONA m ap
D ow n to w n  Los A n g e le s  at
Second and Broadway.
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BIOGRAPHICAL PORTRAITS The Celibacy and Practicality o f M other A nn /
Speak in Tongues and Im port Oysters. M other Ann

be taking a photo o f  
a build ing (as to be 
inconspicuous). I set 
up m y cam era and 
g la n ced  to  see a 
g ro u p  o f  p e o p le  
heading tow ard the 
cam era-zone. I then 
peered th rough  the 
view -finder and af
ter a long delay, I cu
riously looked up to 
see w h e re  all th e  
p e o p le  had  g o n e .
T hey  w ere all cour
teo u sly  w a itin g  to 
m y right and left, so I 
could take a picture.
See a ls o  B o o k w o r k s  
(Our Position, Always,
Reciprocal).

o f  politics and responsibilities. In contrast to the 
com posed logic w ith  w hich they approach design, the 
Shakers approached religion w ith  zeal. D uring  their 
holy meetings, they w ould shake and speak in tongues. 
T h e fervor was so striking, in fact, that neighbors 
continued to com plain to the police and tried to have 
them  expelled from  the districts.
Sources a n d  Suggested  R ead ing :

Sprigg, Ju ne , and David Larkin. Shaker Life, Work and Art. N ew  
York: Stew art, Tabori and C hang, 1987.
Andrew s, Edward D em ing. The People Called Shakers - A  Search fo r  
the Perfect Society. N ew  York: D over Publications, 1963. (Reference 
source for m arriage license con tain ing A nn Lee’s “s ignature”).

Lee (1736-1784) founded the Shaker C om m unity , a 
scattering o f  utopian villages w hich thrived during 
the 1800s. T hey  are w ell-know n for their fu rn itu re 
and general practicality in processes and objects. T heir 
ideas were often ingenious, such as the creation o f  the 
round  barn in w hich a person could stand at a central

R icke ty  T icke ty . 1982. Bicycle 
w heel, photographs, thread, ce
m ent, w ood, m etal, acrylic. 77" 
x 50" x 20".

A n n  Lee's " X "  m a rk  as it appears on her m arriage license.

pivot poin t to feed the animals. A w onderful follow
ing o f  artisans in H ancock Village, M assachusetts, 
m aintains the traditional styles o f  the Shakers.

T he Shakers w ere also notable for their observance 
o f  celibacy. (Ironically, they w ere fond o f  oysters and 
frequently  im ported this aphrodisiac.) Shakers were 
never born  into the clan; instead, the ir practice o f  
adoption became a m odel for state institutions. W o
m en and m en were separate bu t totally equal in term s

-€^yteA/n/lL. 
C<x/ritmbtiA/ ,̂ 'TXfH.,7rialave_

EN CYCLOPEDIA PE R SO N A  m ap
Loca tions o f s e ve ra l prom inent Shaker V illages in the east
ern United States.
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A S h a k e r  s is te r  in 
vented the c ircu lar saw 
w hen she m ounted a 
saw-blade on her sp in 
n in g  w h e e l. B e lo w , 
Shaker m eeting in New 
York, 1873.

B ro w n  B ro th e rs

ENCYCLOPEDIA PERSO N A  d ra w in g



BIOGRAPHICAL PORTRAITS

Letter to Phantom Lovers (Love as a Corset, 
Frou-Frou) is a description o f  a long-distance love 
affair and its length o f  longing. C ity skylines are 
transcribed to com m unicate the lines o f  longing- 
the ir specificity and m utability  -  and the illusion o f  
th ink ing one could keep such a line in a pocket. And, 
like the corset squeezed from  a dom estic mailbag, 
they give the im pression there is com fort, w hen seen

k v J
/V u v

J  I f
J a n ic e  F elgar

The C e lib a cy  a n d  P ra c tic a lity  o f  M o th e r A n n /S p e a k  in  
Tongues a n d  Im p o rt O ysters. 1984. W ooden "cand les," au 
th e n tic  S haker w e b b in g , h an g e r & pegs, w oo d , m e ta l, 
handwoven straw, w ood, fabric hat, enam el on oyster shells, 
photographs of Hancock Shaker V illage, fab ric , 77" x 34" x 7".

 _

See also A b e l e s  (C hronology: A  Mile A  Minute, p.20)



BIOGRAPHICAL PORTRAITS

J a n ic e  F e lg a r
Letters to  P hantom  Lovers (Love as a  Corset, Frou-Frou).
1984. Corset made of m ail sack w ith  m etal stays, enam el 
paintings of Los Angeles and New York C ity skylines on wood, 
envelopes made of sheer m ateria l, stamps m ade of p ho to 
graphs w ith  locations of skyline d raw ing, paper high heels w ith 
stamps, te lephone cord, 76" x 5 2 -1 /2 "  x 11 -1 /4 ".

“Ships at a distance have every m an’s wish on 
board. For some they come in with the tide. For 
others they sail forever on the horizon, never out o f 
sight, never landing until the Watcher turns his 
eyes away in resignation, his dreams mocked to 
death by Time. That is the life o f men.

“N ow , womenforget all those things they don’t 
want to remember, and remember everything they 
don’t want to forget. The dream is the truth. Then 
they act and do things accordingly. ”
— Zora Neale Hurston. Their Eyes Were W atching God. 
New York: H arperCollins, 1978.

C a la m ity  Ja ne  a n d  Q uestions o f  T ruth. 1984-85. Encyclope
dia in fo rm ation  about Jane on sticks in bottles, excerpt from  a 
le tter to her daughter abou t her m arriage  to  W ild  Bill Hickok, 
photographs of lie detector and Jane, suitcase, lie detector 
readings on w ood, acrylic on sheer fab ric , m eta l, enam el, 85" 
x 33" x 19". C ollection of A rt Resources Transfer, Inc.
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Calam ity Jane and Questions o f Truth. W hile m a
king the Calam ity Jane sculpture, I decided one day 
to check every encyclopedia for a nutshell descrip
tion o f  her. It is no t surprising because o f  her ow n tall 
tales that the descriptions o f  her activities differed, 
bu t typographical errors caused differing spellings o f  
her nam e, C anary and C annery, and her birthdate 
ranges over a tw o-year period. T hus, history is altered 
by a tired typist, a fed-up proofreader, or editorial 
em bellishm ents.

C alam ity jane’s relationship to W ild Bill H ickok is 
given particular contradiction in encyclopedic sources 
(see chart). Was she m erely his unattractive friend and 
com panion, or, as she states in  a letter to her daughter, 
w ere they m arried? In the letter (reprinted in Between 
Ourselves-Letters Between Mothers and Daughters 
1750-1982), Jane writes, “...and then w hile on the 
trip to  Abeline, Bill and I m et Rev. Sipes and Rev. 
W arren and we w ere m arried. T h ere  will be lots o f  
fools doubt that bu t I will leave you plenty o f  p ro o f 
that we w ere .” See B o o k w o r k s  (Calamity Jane and 
Questions o f Truth).
Sources a n d  Suggested  R ead ing :

H illerm an, Tony. The Best o f the West -  A n  Anthology o f Classic W rit
ing from  the American West. N ew  York: H arperC ollins Publishers, 
1991. (C ontains C alam ity jan e ’s autobiographical pam phlet.) 
M cM urtry, Larry. Buffalo Girls -  A  Novel. N ew  York:
Sim on and Schuster, 1990.

•wACaaffiy& ŝ&oary
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BIOGRAPHICAL PORTRAITS

Lie d e te c to r. Abeles photographed the instru 
m ent at the Los Angeles Police D epartm ent a fter 
some d ifficu lty  ga in ing  entrance. An o ffice r at the 
reception desk fin a lly  called upstairs fo r approval 
to  let her in the polygraph room expla in ing, " It's  
Okay. She's just an artis t."

In co rre c t e ncyc lo pe d ia  in fo r
m ation about C alam ity  Jane 
w ritten  on sticks in whisky (or 
m edicinal) bottles as displayed 
in sculpture.

T he B e ttm a n n  A rch iv e
M a r th a  " C a la m it y  J a n e "  
C annery  (1852-1903).

ENCYCLOPEDIA PERSO N A  c h a r t
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ENCYCLOPEDIA PERSON A m ap
M ap sh o w in g  tra v e ls  o f C a la m ity  Jane  extrapolated from her autobiographical pamphlet that she distributed at carnivals dur
ing the last years of her life. The text is said to be woven w ith fabrications about her adventures.
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OTHER (In M em ory o f Ethel and Julius Rosenberg).
T he U n ited  States vs. Rosenbergs and Sobell. T he 
case o f  the U n ited  States vs. Ju lius and E thel R o
senberg, and the ir co-defendant M orton  Sobell, be
gan on February 2,1950, w ith  the arrest for espionage 
o f  Klaus Fuchs, a British nuclear scientist. N early 
four m onths later, H arry  Gold, a 39 year-old chem ist, 
was arrested and charged w ith  being his courier.

In  Ju ne  1950, the FBI took into custody a form er 
soldier at the Los Alamos Atom ic Laboratory, David 
Greenglass, charged w ith  passing the secret o f  the 
bom b to Gold.

Greenglass im plicated his brother-in -law , Julius 
Rosenberg, w ho was arrested on Ju ly  17th. H is wife, 
E thel, was arrested three weeks later and M orton  
Sobel soon after. T hey  w ere charged w ith  “con
spiracy to com m it espionage.” T he Rosenbergs and

D an ie l J . M artin ez
OTHER (In  M e m o ry  o f  E thel a n d  Ju lius  R osenberg). 1987. 
Burned typewriter, visa and passport photos, altered chair with 
burned legs and arms, copper fo il and w ire, 37" x 25" x 19". 
Collection of Doug Simay, San Diego, California.

Sobell pled innocent. T he m otive was deem ed ideo
logical: com m unism .

T h e governm ent charged - in the language o f  the 
prosecu tor - that the Rosenbergs had stolen “through 
David Greenglass this one w eapon, that m ight well 
hold the key to  the survival o f  this nation and means 
the peace o f  the w orld , the atom ic bom b.”

David Greenglass, E thel’s younger brother, pleaded 
guilty and appeared as the principle prosecution w it
ness. A m achinist w ho had been stationed at Los 
Alamos as an enlisted m an during  W orld W ar II, 
Greenglass told the court how  he divulged the secrets 
o f  the atom  bom b at the request o f  his brother-in -law  
and sister.

For the defense, Ju lius and E thel Rosenberg each 
took the stand, and each m ade a com plete denial. 
M uch  o f  the cross-exam ination o f  the defendants 
had no th ing  to do w ith  spying: it focused instead on 
their m em bership in C om m u n ist and anti-Fascist 
organizations.

All o f  the defendants and their accusers w ere Jews. 
So was the judge, Irving Kaufm an; the prosecutor, 
Irving Saypol; and his pow erful assistant, Roy C ohn. 
T here  w ere, how ever, no Jew s on  the jury .

In the ir m ajor book on the case, Invitation to an 
Inquest, W alter and M iriam  Schneir w rote that, “In 
the U n i ted States, a small bu t persistent m inority .. .was 
acutely troubled by the case. In  part, this response was 
conditioned by the d istrust som e people felt for any 
trial w ith  wide political im plications conducted in an 
atm osphere o f  hostility and tension. T h e  constant 
questioning o f  the Rosenbergs as to their political 
ideas, opinions, reading habits, and affiliations made 
the trial seem  suspect.

“S tudents o f  history w ere well aware that, in times 
o f  stress, any judicial system m ay fail. Juries may be 
w ron g  and judges biased; the innocen t may be con
victed. H earing  the Rosenbergs’ repeated assertions 
o f  innocence, som e w ere rem inded painfully o f  the 
injustices visited on Dreyfus, on  M ooney and Bill
ings, on  Sacco and V anzetti.”

T h e trial lasted ju s t  14 days. F ound guilty, the 
Rosenbergs w ere sentenced to die at Sing Sing prison; 
Sobell was given 30 years. Despite massive, w orld 
w ide protests, the Rosenbergs w ere electrocuted ju s t 
before sundow n on Ju n e  19, 1953.

T h e release o f  tens o f  thousands o f  pages o f  FBI 
files, obtained th rough  a Freedom  o f  Inform ation Act 
lawsuit filed by their sons, has revealed that Gold and 
Greenglass, w ith  the assistance o f  the FBI and the 
D epartm en t o f  Justice, fabricated the key testim ony 
that led to the Rosenbergs’ conviction. It also uncov
ered the collusion am ong the judg e, prosecution, 
Justice D epartm ent, and even the Suprem e C ourt.

BIOGRAPHICAL PORTRAITS
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A P/W ide W o rld  P h o to s

T he Rosenbergs’ struggle, the ir refusal to subm it to 
governm ent m anipulation, continues to be a source 
o f  inspiration to this day, forty years after the ir offi
cial m urder. r o b  a . o k u n  R e p rin te d  f ro m  th e  jo u rn a l .

G en era tio n  to G en era tion , N ew  Y ork: N o r th  S ta r  
F u n d ; R o se n b e rg  F u n d  fo r  C h ild re n , J u n e  18, 1993.

Sources a n d  Suggested  R ead ing :

M eeropol, R obert and M ichael. We Are Your Sons. Boston: H ou g h 
ton M ifflin, 1975. Chicago: U niversity  o f  Illinois Press, 1986. 
O kun , Rob A. The Rosenbergs -  Collected Visions o f  Artists and 
Writers. N ew  York: U niverse Books, 1988. M ontague: C ultu ra l 
Forecast, 1993. (For inform ation about the book, film and video 
w rite: C ultu ra l Forecast, 213 Brickyard H ollow  Road, M ontague, 
MA 01351).
Schneir, W alter and M iriam . Invitation to an Inquest. N ew  York: 
D oubleday, 1965; N ew  York: Pantheon, 1983.
W exley,John. The Judgement o f  Ju liu s and Ethel Rosenberg. N ew  York: 
C am eron and Kahn, 1955.
Z inn , H ow ard. A  People’s History o f  the United States. N ew  York: 
H arperC ollins Publishers, 1980.

The R osenbergs fo llo w 

in g  th e ir  a rra ig n m e n t in  

Federa l Court, N ew  Y ork  

on charges o f "consp iracy  

to  co m m it e s p io n a g e ."  

Both p led  innocen t. A fte r  

a 14-day c iv il t r ia l,  they  

w ere  sentenced to  dea th . 

D espite  w o rld w id e  p ro 

test, th e  Rosenbergs w ere  

e x e c u te d  on  Ju n e  19, 

1953. The recent re lease

of FBI file s  has re vea led

th e  U.S. g o ve rn m e n t co l

lus ion  in  th e  fra m e -u p .

J u n e  19, 1953
D earest Sweethearts, m y most precious children,

O n ly  this m orning it looked like w e m ight be together 
again after all. N o w  that this cannot be, I  w an t so much 

fo r  you to kn o w  all that I  have come to know . U nfortu
nately, I  m ay write only a f e w  sim ple words; the rest your 
ow n lives m ust teach you, even as m ine taught me.

A tfirs t, o f  course, you w ill grieve bitterlyfor us, but you 
w ill not grieve alone. T h a t is our consolation and it m ust 
eventually be yours.

E ventually, too you m ust come to believe that life is 
worth the living. Be comforted that even now, w ith  the end 
o f  ours slow ly approaching, that w e kn o w  this w ith  a 
conviction that defeats the executioner!

Y our lives m ust teach you, too, that good cannot really 
flourish  in the m idst o f  evil; thatfreedom  and all the things 
that go to m ake up a truly satisfying and w orthwhile life, 
m ust sometimes be purchased very dearly. B e  comforted 
then that we were serene and  understood w ith  the deepest 

k in d  o f  understanding, 
that civilization had not 
as yet progressed to the 
poin t where life did not 
have to be lostfor the sake 
o f  life; and  that we were 
com forted  in  the sure  
k no w led g e  th a t others 
w ould  carry on after us.

W e  w ish  w e m igh t 
have had the tremendous 

jo y  and  gratification o f  
living our lives out w ith  
you. Y our D addy w ho is 
w ith  me in the last mo
mentous hours, sends his 
heart and  all the love that 
is in it fo r  his dearest boys. 
A lw ays remember that we 
were innocent and could 
not w rong our conscience.

W e  press you close and  
k iss  you  w ith  all our 
strength.
Lovingly,
D addy  and  M om m y, 

J u l i u s  a n d  E t h e l

E th e l R o s e n b e rg 's  f in a l  
le tte r , from  We Are Your 
Sons, 2nd ed., Robert and 
M ic h a e l M e e ro p o l, C h i
cago: University o f Illinois 
Press, 1986. Printed w ith  
perm ission of the authors.



To Sit As Ladder (In Honor of Rosa Parks) dc-
scribes the life o f  M rs. Rosa Parks, the civil rights 
activist w ho is know n as the “M other o f  the M ove
m en t.” She is well know n for her courageous act of 
confron tation  to the bus segregation laws. O n  D e-

ENCYCLOPEDIA PERSONA
Rosa Parks.

cem ber 1,1955 in M ont
gom ery, Alabama, Parks 
was arrested for refusing 
to  give up her seat to a 
w h ite  m an. H e r  legal 
ba ttle  an d  th e  su b se 
quen t bus boycott gave 
rise to the Civil Rights 
M ovem ent and its lead
ers. M y sculpture offers 
a tim eline o f  events that 
led up to that im portant 
day, tracing Rosa Parks’ 
history o f  activism.

Sit us URer (In H»norof K»s« ftrkj) 

"Hie ctatr--. TMVt its 5tctT*h5 In
c&a/ivne i f  fs-wn « 5e«t f* ” faM 'r '

f*l[ ftalimtlme <rf events -f<, 
•fie kPs P-«s« L - fa rt; r<f«;MTo 
give vf  hep 5<«rto a yrkte hi«a 
Cpnt>wrrTafi»n t» t fe  (ja5 searaaafion 
l«V*S (  Pec. I, I f 5s )  J

■tfon î texT An/( prvtjfeCaphs 9n "tbi'S keC ytsra. pWcnnf K*sn firks 
lastw e e t - to  seaaest virer Janata re -fa r -rf« iculpptre

O rig in a l ske tch  fo r To Sit As Ladder (In Honor o f Rosa Parks). 
First prin ted in a cata logue designed by Susan Silton, 27  chairs, 
fo r an exhib ition to support Sunshine Mission -  Casa de Rosas, 
the first shelter fo r homeless wom en in Los Angeles.

D av id  F a m ilian

D e ta il o f To Sit 
As Ladder (In 
Honor o f Rosa 
Parks). 1991.

BIOGRAPHICAL PORTRAITS

D av id  F a m ilian
To S it As L a d d e r (In  H on o r o f  Rosa Parks). 1991. C hronology 
and quotes describing the life o f Rosa Parks, altered chair, 
photograph, rad ia to r, enam el, acrylic on paper, 6 7 "x 2 2 "x  12". 
C ollection o f C alifo rn ia  A fro -A m erican  Museum, Los Angeles.
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Chronology. February 4, 1913. Born Rosa Louise 
M cC auley in Tuskegee, Alabama. Shortly after, her 
father is cheated ou t o f  his land by a w hite man; family 
moves to grandparents’ farm in Pine Level, near 
M ontgom ery, Alabama.

1920-24. Studies at the C ou n try  School in Pine 
Level. “M y desires were to be free as soon as I  had learned that 
there had been slavery o f human beings and that I  was a 
descendant from them. I f  there was a proclamation setting 
those who were slavesfree, I  thought they should be indeedfree 
and not have any type o f slavery put 
upon us." 1

1924-26. M other stresses im 
portance o f  education. At th ir
teen, attends M ontgom ery In 
dustrial School for Girls. “M y  
mother believed in freedom and equal
ity even though we didn’t know itfor 
reality during our life in Alabama. ”2 
“There were white and colored eleva
tors. I  tried to use them as little as 
possible. There were white and col
ored water fountains, so you just 
didn’t drink.” 3

1926-28. Attends and gradu
ates from  Booker T. W ashing
ton Jr. H igh School.

1931. M eets Raym ond Parks, 
and in  D ecem ber, 1932 they 
marry.

1933-34. A ttends Alabama 
State College and receives high 
school diplom a. “Whites would 
accuse you o f causing trouble when all 
you were doing was acting like a 
normal human being, instead of cring
ing. You didn’t have to wait for a lynching. You died a little 
each time you found yourself face to face with this kind o f 
discrimination. ” 4

1943. Refuses to use “blacks only” door o f  a M o n t
gom ery bus and is forced o ff by the driver. Becomes 
one o f  the first w om en to  jo in  N A A C P and is an 
official for the organi2ation in 1944. “The most painful 
thing of all was to see little children get on the bus. To them, 
a seat was a seat, and when they saw an empty one, they sat 
down. Their mothers would have to snatch them and hurry 
them to the rear before there was trouble. It was painful to 
think how they would be taught. ” 5

Late 1940s. W orks w ith  M ontgom ery V oters’ 
League w hich productively fights systematic schem es 
by w hite officials to  prevent blacks from  voting.

1954. O rganizes N A A C P Y outh G roup in M o n t
gom ery, teaching young people the history o f  racism 
and African-A m erican activism in the U .S.

BIOGRAPHICAL PORTRAITS 1955. T he Freedom  T rain  from  W ashington, D .C . 
arrives in  M ontgom ery. In tended  to teach about de
mocracy, adm ittance is free, and all people are w el
com e. Rosa Parks and the Y outh G roup en ter the 
Freedom  T  rain as an act o f  desegregation in the racist 
South. Angered w hites threaten  her in the weeks 
follow ing and her husband’s business dim inishes. 
“Some have suffered much more than I  did. Some have even 
lost their lives. Ijust escaped some o f the physical - maybe not 
all - but some o f the physical pain. And the pain still remains. 
From as far back as I  can remember.” 6

1955. Risks fu rther danger by attending leader
ship workshop at H ighlander Folk 
School in M onteagle, Tennessee. 
“A t Highlander, I  found out for the 

first time in my entire life that this 
could be a unified society, that there 
was such a thing as people o f differing 
races and backgrounds meeting together 
in workshops and living together in 
peace and harmony. It was a place I  
was very reluctant to leave. I  gained 
there strength to persevere in my work 

for freedom, notjust for blacks, but all 
oppressed people. ”1

December 1, 1955. Booked, 
fingerprinted, and jailed for re
fusing to give up her seat to a 
w hite m an on a M ontgom ery bus. 
“Well, in the first place, I  had been 
working all day on the job. I  was quite 
tired after spending a fu ll day working. 
I handle and work on clothing that 
white people wear. That didn’t come 
in my mind but this is what I  wanted 
to know: when and how would we 
ever determine our rights as human 
beings?...It just happened that the 

driver made a demand and I  just didn’t feel like obeying his 
demand. He called a policeman and I  was arrested and placed 
in jail. ” 8

December 5 ,1 9 5 5 . T h e W om en’s Political C o u n 
cil im m ediately takes the opportun ity  presented by 
Rosa Parks’ arrest to pu t a bus boycott into action. 
W ithin  a week, the bus com pany already feels the 
financial pressures. “People just stayed off the buses be
cause I  was arrested, not because I  asked them. I f  everybody 
else had been happy and doing well, my arrest wouldn’t have 
made any difference at all. The one thing I  appreciated was 
the fact that when so many others, by the hundreds and by the 
thousands, joined in, there was a kind o f lifting o f a burden 

from me individually. I  feel that whatever my individual 
desires were to be free, I  was not alone. There were many 
others who felt the same way. ” 9

January 1956. Because o f  her court case, loses her 
jo b  at M ontgom ery Fair Store, her husband’s busi-

ROSA L. PARKS

M o n tg o m e ry , A la b a m a . Site o f Rosa Parks' 
confrontation  to  the bus segregation laws.
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ness fails, and they continue to receive threatening 
calls. H e r husband suffers a nervous breakdow n be
cause o f  stress.

February 1, 1956. Rosa Parks’ lawyer, Fred Gray, 
files another suit in Federal C o u rt representing  Afri
can-Am ericans o fM ontgom ery  against the bus com 
pany and State o f  Alabama on the grounds that segre
gation is unconstitutional.

June 4, 1956. Federal judges rule that bus segre
gation is unconstitutional. C ity  o fM on tg o m ery  and 
the State o f  Alabama appeal the case, w hich takes it to 
the Suprem e C ourt. O n  N ovem ber 13, 1956, Su
prem e C ou rt rules that segregation on public trans
portation is illegal. M ontgom ery officials file a peti
tion  asking the C o u rt to revoke the judg em en t, thus 
delaying desegregation.

December 20, 1956. After 381 days, the M o n t
gom ery Bus Boycott is over w hen segregation laws 
for local bus lines officially end.

“When people made up their minds that they 
wanted to befree and took action, then there was 
change. B u t they couldn’t rest on ju s t that 
change. It has to continue. It ju s t doesn’t seem 
that an older person like I  am should still have to 
be in the struggle, but i f  I  have to be in it then I  
have no choice but to keep on. ” 10

Sources fo r  Q uo tes  a n d  Suggested  R ead ing :

Lanker, Brian. I  Dream a World -  Portraits o f  Black Women Who 
Changed America. N ew  York: Stewart, Tabori & C hang, 1989. 
(Q uotes # 1 , 2 , 6, 9, 10)
Friese, Kai. Rosa Parks -  The Movement Organizes. N orristow n , NJ: 
Silver B urdett Press, 1990. (Q uotes # 3 , 4, 5, 7)
Z inn , H ow ard. A  People’s History o f the United States. N ew  York: 
H arperC ollins, 1980. (Q uo te  # 8 )
Davis, M arianna W ., Editor. Contributions o f Black Women to A m e
rica. C olum bia, SC: Kenday Press, 1981.
Wallace, M ichelle. Invisibility Blues -  From Pop to Theory. N ew  York: 
Verso, 1990.

BOOKW ORKS. T his exhibition includes the in 
stallation, Encyclopedia Persona Library, contain ing 
Abeles’ bookworks. T he installation received partial 
support through an Individual Artist Fellowship from  
the J. Paul G etty T ru st Fund  for the Visual Arts, a 
fund  o f  the  C aliforn ia  C o m m u n ity  F oundation  
(1993). T he library offers the view er an opportunity  
to peruse Abeles’ varied lim ited edition and one-of-a- 
kind books in a com fortable setting. See also A beles  
(Chronology: Crafts, Cooker)'and Country Living, p. 16).

Books as Sculpture. See D ea d  S ea S c r o l l s  (His
toric Sites, Buildings, Etc.); S m o g  C o l l e c t o r  (The 
Wonder Books); C o l l e c t iv e  D iary : D e d ic a t e d  T o

BOOKWORKS

P e o p l e  W it h  A id s .
Limited Edition Books. T he books becom e visual 

poetics for the hand. Like the sculpture and installa
tions from  w hich they em erge, they tell narratives 
th rough  image, objects, textures, and anecdotes. They 
call to question  and rearrange facts into a new  pattern 
o f  logic and rely on repetition  o f  varying processes 
and m edium s for the same image to im ply m em ory 
during  the reading o f  the piece. U nderrepresen ted  
facts along w ith  the textbook view com bine w ith  the 
magic o f  poetic license.

B ookw orks are a valuable m eans to expand audi
ence, both  in  quantity  and background. W ith my 
particular in terest in  three-d im ensional artform s, 
books also present a valuable alternative to small, flat 
transparencies. Books are tactile and intim ate. The 
lim ited ed ition  books allow people w ho  can’t ord i
narily afford to buy art to ow n a piece o f  art; I som e
tim es trade them  o r give them  as a thank  you for 
goods and services, o r as a gift to scholars w ho devote 
their lives to these subjects. Books are a way to shower 
the w orld w ith  good deeds and beauty.

Im pressions is a book describing the installation 
co m po sed  o f  1,046 han dm ade  co b b lesto nes o f  
recycled clay. Im pressions o f  a m an and wom an,

ELEMENTS
COMPOUND
IMPRESSION
RELATIONSHIP
WALL
FIRE
DISMANTLE
RECONSTRUCTION

Im pressions. 1979. Ceram ics and sand, 1 8' x 20'. 
Insta lla tion  view  at UC Irvine.
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K iln  Tongs— S e lection  fro m  Experiment fo r M yself as Other. 
1979. Photographic book, 11" x 8 -1 /2 ". Edition o f 25.

O bserva tory/Territo ry  is a book and installation 
describing Abeles’ contraption  used to chart the path 
o f  the m oon and the sun betw een N ew  M oon and 
Full M oon. See O bserv a to r y / T e r r it o r y .

Calam ity Jane and Questions o f Truth was in
spired by the two-page pam phlet that Jane produced 
w hich described her life in a series o f  lies. T h a t’s w hat 
they say in the encyclopedias. T h e book and its sculp
ture present com parisons o f  conflicting encyclopedia 
inform ation about her life that arose due to poetic 
license, editorial decisions, and typographical errors. 
T h a t’s history. See B io g r a p h ic a l  P o r t r a it s  (Calam
ity Jane and Questions o f Truth).

pressed in to  w et clay and frozen th roug h  fire, move 
th roughou t the walkable floorpiece. T h e book devel
ops the m etaphor betw een the 4 -m on th  process o f  
creating the bread/bricks and the dynam ics o f  labor, 
lives, and lovers.

Experiment fo r Myself as Other 
“I like to do things the hard way. M y basic quest in life is to 
reinvent the wheel. ”

— Excerpt from  Experiment fo r M yself as Other

Abeles photographed this self-portrait series by 
strik ing the cam era shu tte r release w ith  various 
im plem ents.

Our Position, A lw ays, Reciprocal is an autobiogra- 
phy-biography o f  Abeles’ longterm  friendship w ith  a 
m an w ho lived on the streets o f  Broadway. See B i o 
g r a p h ic a l  P o r t r a it s  (Rickety Tiekety).

“I  sit by my window and the noise outside penetrates and 
misplaces. He is still down there. It is a safe viewfrom here. 
I  think to buy a telephoto lens so that I  can stay here and 
capture him without him knowing at all that I  am here, that 
I did, that I  will then go into the darkroom and fearlessly see 
him again. ”

— Excerpt from  Our Position, Always, Reciprocal

{

A R E  Y OU TELLIN G  T H E  T R U T H !

J am e s  F ra n k l in .  F i r s t  p u b lish e d  b y  A.R.T. P re s s

C A LA M IT Y  JANE

AND  QUESTIONS OF TRUTH

- A

S

m

Selections fro m  Calamity Jane and Questions o f Truth. 1 986. 
Mixed m edia book, 8 -3 /4 "  x 7". Edition o f 125.

S e lf-p o r tra it  from  Our Position, Always, Reciprocal. 1981. 
Photographic book, 8 -1 /2 "  x 1 0-1 /4". Edition o f 25.



Rara Avis describes, through sculpture, maps, and 
graphics, a several-year long job  that Abeles took as a 
survival m easure answ ering “M iss Lonelyhearts” let
ters by com puter program .

“They told me o f their rotten relatives and the 
rotten education they’d been given. They wrote o f  
deaths and heartbreaks and money. They sent me 
photos o f their penises and long descriptions about 
how women reach orgasm. They confided their 
inventions. I  heard their dreams, their passions, 
theirfears. And, upon reopening myfile o f favorite 
correspondence from  the job, I  saw the singular 
person, the rara avis, sitting at her kitchen table, 
considering each word carefully, and licking the 
envelope with hope in her heart.”

— E xcerpt fro m  Rara A vis

BOOKWORKS

E xperim en t to  Id e n tify  Change is a book and 
sculptural p ho to -con trap tion  created to com pare 
changes in palm -lines o f  the hands during  a five- 
m o n th  span. See S h r in e s  (Experiment to Identify 
Change).

J a m e s  F r a n k l in .  F i r s t  p u b lish e d  b y  A.H.T. P re s s
S e lection  fro m  Experiment to Identify  Change. 1986. Xerox 
book, 9" x 6 -3 /4 ". Edition of 25.

M ap based  on  th e  o r ig in s  o f correspondence from  Rara Avis. 
1986. Mixed m edia book, 11" x 8 -1 /2 ". Edition o f 100.
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BOOKWORKS

too raz a b il'd g  iz too  ta r it doun is a book and 
sculpture about the dem olition o f  the historic B uder 
Building in St. Louis, M issouri in 1984. Abeles first 
learned o f  the proposed dem olition  th rough  her fam 
ily. Gustavus A. Buder, Jr., son o f  G.A. B uder w ho 
was responsible for the building, was her U ncle 
O scar’s brother. Gustavus died the same year that the 
B uder Building was razed and was born  the year it was 
built, 1903.

in d e x  fo r  the P luperfect is a book and sculpture 
that creates a portrait th rough  the accum ulation o f  
things collected, carried, and feather-dusted. See K i
m o n o s  (Indexfor the Pluperfect).

Selection fro m  to o  raz a bi/'c/g iz 
to o ta r itd o u n .  1986. Xerox book, 
11" x 8 -1 /2 ". Edition o f 10. The 
replica tion  of M r. Buder’s stack of 
paperw ork was cast in concrete 
and excavated fo r the  sculpture.

to o  raz  a b il'd g  iz  too  ta r  i t  doun.
1983. Concrete molds o f "desk" 
and stack o f paper (duplicating 
stack in newspaper artic le  re fe r
encing the Buder Building), sten
cilled images on ch iffon showing 
stages o f a bu ild ing  dem o lition , 
acry lic  on canvas and w ood , 
77 “ x 3 9 “ x 22".
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ACTUAL

D avid  F am ilian
The Im a g e  o f  St. B e rna d e tte . 1987-89. Mixed m edia book, 6“ x 4" x 1 -1 /2 ". Edition of 100.

The Image of St. Bernadette makes use o f  repeti
tive images o f  the young visionary from  Lourdes. 
Reflecting on the way her image has been mass- 
produced since the 1850s on such souvenirs as snap
shots taken w ith ou t her approval, cigarette lighters, 
and can openers, the book uses her innocent, hands- 
in-lap image in a m yriad o f  form s and sizes. In  the 
same way that M arilyn M onroe or L en in’s icon be
com e stam ped in our m inds, as familiar as the feel o f  
coins’ sizes to ou r fingers, B ernadette’s sweet face 
extends beyond her self o r her visitations w ith  the 
V irgin Mary. T he form at o f  the book as holy cards, 
playing cards, o r the tarot enables the reader to  view 
these repetitions in the ir entirety. See I m a g e  O f S a in t  
B e r n a d e t t e .

The Book o f Parts -  The Story o f the Dead Sea 
Scrolls uses a plethora o f  images from  Abeles’ sculp
tural installation on the Scrolls to com bine hum or 
and fact about the discovery o f  the docum ents in 
1947. T hrough  narrative art the historical characters 
em erge, from  the B edouin w ho chanced upon  the 
Scrolls to th e ju n k  dealer w ho though t he could make 
shoes ou t o f  its leather to the academ ics w hose earnest 
obsessions sent them  in to  the chaos during  the period 
o f  Palestine’s division. See D ea d  S ea  S c r o l l s .

ThE BOD/ of P?rTS

I The Story of the Dead Sea Scrolls K1H ABELES
'my.

11 Klh AOCUC.O 1709 WwPSffA

S e lection  fro m  The Book o f Parts -  The Story o f the Dead Sea 
Scrolls. 1988. Xerox book, 9" x 8 -1 /2 ". Edition o f 100.
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CALAMITY JANE

CANNARY, MARTHA "CALAMITY JANE" (1852- 
1903). Frontiersw om an, pony express rider, and scout 
in the w estern U n ited  States. See B io g r a p h ic a l  P o r 
t r a it s  (Calamity Jane and Questions o f Truth).

CLOTHING (MADE BY HANDS). I see the vest
m ents as a confron tation  to  a “being,” in conjunction 
w ith  the sense tha t one could slip into this clothing. 
See K i m o n o s .

A b e le s  c u ttin g  pieces fo r a garm ent m ade of carpet, 1985.

Authentic Eyeglasses. S e e  F a c t  F ic t io n  B ox es  
(Leon Trotsky’s Eyeglasses).

Labels. S e e  H abeas C o r p u s  (Made in America).
Replicated Ensembles. S e c  I m a g e  o f  S t . B e r 

n a d e t t e  (Willing Suspension of Disbelief); B io g r a p h i
c a l  P o r t r a it s  (Calamity Jane and Questions o f Truth; 
The Celibacy and Practicality o f Mother Ann/Speak in 
Tongues and Import Oysters).

Silk Hosiery. S e e  L o n g  E x p o s u r e s  (A n  A r t is t  in  
H e r  L a t e r  Y ea rs).

U.S. Domestic M ailbag Corset (and High Heels). 
S e e  B io g r a p h ic a l  P o r t r a it s  (Letters to Phantom Lovers 
[Love as a Corset, Frou-Frou]).

Vest. S e e  O b se r v a to r y / T e r r it o r y  (Diary).
W ingtips. S e e  D ea d  S ea  S c r o l l s  (Kando Says [Near 

Miss/Close Call]); S h r in e s  (Imperial Shoeshine).
COLLECTIVE DIARY: DEDICATED TO PEOPLE WITH 

AIDS (1 9 8 9 - 1993) takes into account that people al
ways have personal objects that have m ore  m eaning 
for them  than may be obvious to anyone else. Objects 
are less im portant than people, bu t those monetarily 
valueless things that we save define the raw  spirits o f  
ourselves m ore than our professions or material 
w orth . O u r sim ple objects and album s trigger re
m em brances because they rem ind us o f  family and 
loved ones and friends. M y grandfather used to al
ways say: ‘Y ou can’t take it w ith  you .” M aybe as we 
touch these item s we understand that h e’s right.

T he AIDS w ork  in general has alot to do w ith  the 
private in the public sphere. Reference to AIDS as a 
political, “public” issue often fails to  consider the

private realities: m edical bills, lost friendships and 
family in the cases o f  rejection and denial, and o ther 
form s o f  discrim ination. In  short, w ith in  the huge 
sphere o f  society, laws, and procedures the individual 
is alone, and maybe lonely.

In general, I find the AIDS w ork  the m ost difficult 
because it doesn’t really help to “decorate tim ebom bs” 
as w riter H arry  G am boa so potently  described the 
dilem m a o f  m aking art about devastating social is
sues. T hus, the H IV /A ID S  Tarot -is for m e m y m ost 
effective attem pt. M ost young adults have no t had 
access to a straightforw ard AIDS brochure or discus
sion w ith  a knowledgeable adult and have learned 
about tran sm issio n /p reven tio n  th rou g h  bits and 
pieces o f  inform ation from  num erous sources. I still 
hear people speak o f  transm ission w ith  only parts o f  
the story.

D av id  F a m ilian
C olle c tive  D ia ry : D e d ica te d  to  P eople  w ith  AIDS. 1 989-93. 
An insta lla tion  composed of photographs o f objects and scrap
book photos belonging to  people w ith  AIDS (PWAs), altered 
chair, satin, naugahyde, fe lt, soil, acrylic, enam el, text made of 
hair, book, ink on paper, and editions o f the HIV/AIDS Tarot 
o ffered free to  the public, 10‘ x 15'. The HIV/AIDS Tarot was 
funded by a g rant from  the C ity o f Los Angeles C ultu ra l Affairs 
D epartm ent.
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D avid  F a m ilian
D e ta il o f Collective Diary: Dedicated to People w ith  AIDS. 
1989-93.

As an artist, I really need to w ork from  the heart and 
the visions o f  artworks I receive from  the M use. In  the 
case o f  the Tarot, I used m y creative capacity in a si
m ilar way to how  I have proceeded w ith all m y work, 
in part as a way to  provoke som eone to see. W hat I 
learned th rough  m y experiences w ith  the Smog Col
lectors and the AIDS w ork  is that the follow -through 
o f  giving facts or toll-free inform ation num bers to 
people is critical. W e are at the po in t in society that 
m erely posing the problem s is n o t enough. D o n’t we 
know  by now  that we are oppressed? D o n ’t we know  
we are m ou rn ing  o u r dead? D o n ’t we know  that the 
corporations are in control? T he best we can do is to 
offer personal stories, inform ation, and support.

HIV/AIDS Tarot. In 1992, Abeles w orked on a 
bilingual AIDS “b rochure” th rough  a grant from  the 
Los Angeles C ultu ral Affairs D epartm ent, headed by 
Adolfo N odal. T h e goal for the H IV /A ID S  Tarot was 
to create drawings and a form at that w ould  be p ro 
vocative so that those w ho m ay no t w ant to hear about 
AIDS w ould  be com pelled to read the material. T he 
d istribution  effort is also focused on reaching audi
ences w ho may no t have had access to the inform a
tion. Small enough to  slip into a back pocket, the Tarot 
set is packaged as an accordion o f  perforated cards.

T h e English text was originally com piled by Anne 
Ayres for the O tis A rt Institute exhibition Livingin the 
Age o f A ID S ,  then  up-dated  and revised by Abeles 
w ith  the  assistance o f  R enee E dg ing ton , M ark 
N iblock-Sm ith , and AIDS Project Los Angeles. Span
ish translations w ere supplied by Edw in Rodriguez o f 
Avance H u m an  Services and Juan  N essi. D istribu 
tion sites include schools, AIDS agencies, art-related 
program s, events, and o ther public sites. Seven th o u 
sand card sets w ere printed , and Abeles is seeking a 
larger second printing.

Sources a n d  S uggested  R ead ing :

C rim p, Douglas, Editor. A t  IDS: Cultural Analysis, Cultural Activism. 
Cam bridge: M IT  Press, 1988.
M onette , Paul. Borroiued T im e -  Art A ID S  Memoir. N ew  York: 
H arcourt Brace Jovanovich, 1988.
Grover, Jan  Z ita. AIDS: The Artists’ Response. Exhibition  catalogue. 
C olum bus: O h io  State U niversity  A rt Gallery, 1989.
Klusacek, Allan, and T om  M orrison. Editors. .4 Leap in the Dark: 
A ID S , Art, and Contemporary Cultures. M ontreal: V ehicules, 1992.

COLLECTIVE DIARY

Y O U  C A N N O T  GET A ID S  FR O M :

Shaking  hands, hugging, social kissing, crying, 
sweating, sneezing, or coughing.

Sw im m ing pools, ho t tubs, toilet seats, doorknobs, 
insect bites, o r transm ission th rough  the air.

Sharing drinking glasses or straws, silverware or 
dishes.

D onating  blood.
A  child w ith  AIDS in school cannot give AIDS to 

another child, even if  they touch, wrestle, or share 
lunches.

H IV +  (P O S IT IV E ):

W hen a person is infected by the HIV, an antibody to 
the H IV  develops, indicating that infection has oc
curred . After a person is infected w ith  the HIV, a long 
period o f  tim e passes before illness, called AIDS, 
actually develops. T his period o f  tim e, w hen  the per
son is perfectly well, b u t infected, and capable o f  
transm itting  the virus to o thers, is called the latent 
period. T h e latent period usually lasts 7 to 10 years. 
D u ring  this period o f  tim e, it is very im portan t to 
know  that you are H IV  positive, since EARLY IN 
T E R V E N T IO N  (including medical treatm ent, m on i
toring, jo in in g  support groups, and practicing com 
m on sense guidelines) may prevent o r delay the even
tual progression to AIDS. Everyone is at risk to AIDS 
regardless o f  gender, culture, sexual orientation, or 
econom ic level. T esting  for the virus gives you the 
opportun ity  to get early intervention. It is typically 
recom m ended to be tested 3 m on ths after potentially 
risky behavior. A nonym ous testing is available.

Y O U  C A N  GET A ID S  BY:

H aving unsafe sex w ith  som eone w ho is infected w ith  
the HIV. T he virus is transm itted  th rough  blood, 
sem en, and vaginal secretions.
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COLLECTIVE DIARY

By sharing intravenous (I.V.) needles, syringes, or 
injection supplies (including co tton , water, spoon, 
and “cooker”) w ith  som eone w ho is infected w ith  the 
H IV  since small am ounts o f  blood are also shared.

A baby can get AIDS by being born  to a w om an 
infected w ith  the HIV, and th roug h  breast feeding 
w ith  m ilk from  an infected m other.

(T hough transm ission o f  the virus m ay have oc
curred  from  blood transfusions and blood products 
prior to  1985, vigorous blood testing is now  in place, 
and the blood supply can be considered safe.)

W hat is th e  co st o f  A ID S? T he value o f  hum an 
life itself is priceless. Statistics list 242,146 reported 
cases o f  AIDS in the U .S. from  1981 to 1992 (2 
m illion w orldw ide). A lthough the cost o f  medical 
care for AIDS is high, telephone hotlines can refer 
you to  agencies w here you can obtain assistance for 
these costs. Statistics vary on  the num b er o f  people 
now  infected; it is estim ated that 1 to 2 m illion people 
in the U .S. are curren tly  infected w ith  the H IV  (10 to 
12 m illion w orldw ide). Education and prevention are 
the key to stopping this disease.

A ID S  (A cq u ired  Im m u n e D e fic ie n c y  S yn 
d rom e). People w ith  AIDS (PWAs) are susceptible 
to  a w ide range o f  unusual and life th reaten ing  can
cers and O P P O R T U N IS T IC  IN F E C T IO N S  be
cause the body’s ability to fight disease is im paired. 
T he opportunistic infections o r cancers w hich occur

in AIDS cannot be readily spread to those w ith  healthy 
im m une systems. W hat can be contracted is the 
H U M A N  IM M U N O D E F IC IE N C Y V IR U S  (HIV), 
w hich causes AIDS itself. H IV  infection should be 
clearly distinguished from  the m ultip le clinical con
ditions that call for a diagnosis o f  AIDS.

SAFER SEX:

By inspiring the creative w ith in  each o f  us, Safer Sex 
guidelines can heighten sensuality and are used by 
people to reduce h igh risk behavior w ith ou t having to 
give up sexual activity. P roper use o f  latex condom s 
for vaginal, oral, or anal sex will definitely decrease 
the risk o f  spreading the H IV  infection. T he H IV  
virus, transm itted  th rough  sem en, vaginal secretions, 
or blood, cannot pass th rou g h  a la tex  condom , if  it is 
used properly  (w ithout breaking or slipping and 
th roug hou t the en tire sexual activity). U se it w ith  a 
w ater-b ase  lubricant to help avoid condom  break
age— lubricate inside and out. (Do n o t use oil-base 
lubricants like baby oil, petro leum  jelly, or hand 
lotion because these will deteriorate the condom !) 
T h e sperm icide, nonoxynol 9 (an ingred ient found  in 
contraceptive foams, jellies, and creams) may kill the 
H IV  on contact, b u t still m ust be used w ith  a latex 
condom . Som e people are allergic to  nonoxynol 9, 
m aking it necessary to use a water-base lubricant that 
doesn’t contain it. A call to  an AIDS hotline is the

THE WHEEL

LA RUEDA
H IV /T a ro t. 1992. O ffset p rin ting  w ith  co lor separations by hand, b ilingua l transm ission /prevention  in fo rm ation  on reverse, 
(expanded length) 5-1 /2 "  x 23". Edition o f 7 ,000. The HIV/AIDS Tarot was funded by a g ran t from  the C ity o f Los Angeles C ultura l 
A ffa irs Departm ent.
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COLLECTIVE DIARY

easiest way to answ er specific questions.
H O W  TO  PREVENT G ETTIN G  O R  S P R E A D IN G  A ID S :

I f  you choose to have sex, always use a la tex  condom  
w ith  a w a ter-b ase  lubricant. Learn proper condom  
use and safer sex guidelines.

I f  you are an injection drug  user, never share in 
travenous (I.V.) needles, syringes, o r injection sup
plies (including cotton, w ater, spoon, and “cooker”). 
Learn the proper m ethod to sterilize works. F lush 
needles and syringes w ith  und ilu ted  fresh bleach, 
then  clean w ater (2 o r 3 tim es each). N eedle exchange 
program s are available in m any cities th rou g h ou t the 
country.

Follow  com m on sense guidelines. G et enough 
sleep. Eat a balanced diet. Exercise. Take steps to  re
duce stress. Lim it or elim inate alcohol, tobacco, and 
drugs. Each o f  these has been show n to suppress the 
im m une system.

C o n s u lta n ts :  A N N E  A Y R E S , R E N E E  E D G IN G T O N , M A R K  
N IB L O C K -S M IT H , E D W IN  R O D R IG U E Z  a n d  A V A N C E  

H U M A N  S E R V IC E S , a n d  A ID S  P R O J E C T  L O S  A N G E L E S .
T h e HIV/AEDS T a ro t  is  a  p ro je c t  fu n d e d  b y  a  g r a n t  fro m  

th e  C ity  o f L o s  A n g ele s  C u ltu ra l  A ffa irs  D e p a rtm e n t.

TO U C H  A  FR IE N D ...

AIDS is no t spread th rough  casual contact. I f  you 
know  a person w ith  AIDS, be a supportive friend. I f  
y ou ’re living w ith  H IV  and AIDS, there are m any 
sources o f  support.

TA L K  A B O U T  A ID S .. .

Take the tim e to  talk and learn about AIDS.
FO R M O R E  IN F O R M A T IO N :

C a ll to ll-free ...
Southern  C alifornia HIV/AIDS H otline: 
1 -8 00 -922 -24 37

Bilingual AIDS H o tline o f  Southern 
C alifornia (Spanish & English): 
1 -8 00 -400 -74 32  

N ational AIDS H otline:
1-80 0-3 42-A ID S  

in Spanish: 1-800-344-S ID A

for hearing-impaired persons:
1-800-AIDSTTY
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DEAD SEA SCROLLS ceramic j  ars, away from  
the im m inen t danger 
o f  th e  a p p ro a c h in g  
Rom an army.

The v a lu e .  A fte r  
em ptying the cave o f  
its Scrolls, M u h a m 
m ad and his friends 
jo u rn ey ed  across the 
desert to  B eth leh em  
to find a buyer for the 
parchm ents. T hey  had 
dealtbefore w ith Khalil 
Eskander Shahin, w ho 
was know n as “K ando” 
am ong the traders. As 
the ow ner o f  a general 
store and a cobblers shop, he was know n for his shady 
dealings, legal and illegal. T he Bedouins felt confi
dent he w ould  purchase the antiquities. Kando ex
pressed misgivings about the Scrolls, bu t said he 
could always use them  for leather in his cobbler’s 
shop if  they proved valueless. In  tim e, inquiries by 
scholars convinced Kando and his cohort, George,

DEAD SEA SCROLLS (1984 -  1985). T he discovery 
o f  the Dead Sea Scrolls in 1947 offers a view o f  the 
individual and describes m any aspects o f  hum an 
experience and behavior. See B o o k w o r k s  (The Book 
o f Parts). T his symbol (§) after a phrase refers to co r
rections m ade by D r. Jo h n  Trever.

The D iscovery. In 1947, a young Bedouin nom ad, 
M uham m ad ,§ w atched over his herd  in the Q u m ran  
region o f  the M iddle East. T he land was rocky and the 
air hot, the cliffsides dotted w ith  thousands o f  small 
openings leading to the caves. M uham m ad w andered 

from  his herd  to look for a 
lost goat. W hen the search 
proved unsuccessful, he sat 
upon the rocky terrain  and 
began th ro w in g  stones § 
in to  th e  c liffsid e  ho les. 
Suddenly, he was startled 
by a change o f  sound . Rather 
than hearing the rock strik
ing rock, he heard the dis
tinct sound o f  pottery. T he 
boy clim bed up to the hole 
and peered in w hile c lu tch
ing the cliffside w ith  all his 
m ight. T hrough  the thick 
atm osphere, he though t he 
saw a row  o f  jars  along the 
cave wall. F rightened and 
superstitious, he feared that 
the spirits o f  the cave had 
been unsettled. H ours later, 
M uham m ad w hispered the 
story to an older friend w ho 
was in s ta n tly  in tr ig u e d . 
T he next day, they returned 
once again to the cave and 

clim bed th rough  the small portal into the ancient air. 
T here they saw the rem ains o f  a h id ing place. Tw o 
thousand years before, the Essenes hadcarefullyplaced 
their holy and secular docum ents in the protection o f

D r. W.L. Reed
M u h a m m a d . The young 
Bedouin w ho discovered 
the firs t cave conta in ing 
the Dead Sea Scrolls.

ENCYCLOPEDIA PERSON A m ap
Loca tion  o f K a n d o 's  shop  in Bethlehem.

ENCYCLOPEDIA PERSO N A  m ap
D ead Sea region of the M idd le  East.
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“H ad you noted Chapter 12 o f my D ead  Sea 
Scrolls: A  P ersona l A cco u n t book carefully, I  
think you might have treated the story differently, 

fo r  actually it w asJum a’ M uhammad, an older 
cousin, who threw the stone (only one) into the 
lower o f the two holes leading to cave 1. O f  course, 
the artist, like the novelist, feels free to tell the 
story in her own way. B u t I  must say that you 
were pretty hard on Kando, who is a good friend  
o f mine. One piece o f information you need to 
know has not been published: H e hid some 
scrolls, because the Israeli army descended on his 
home in Bethlehem, captured him and put him 
in ja il! H e later sued the State and received a 
compensation o f $100,000! I t  was the Temple 
Scroll they were seeking. The perpetrator o f that 
has published that scroll and does not say a word 
about the true story o f its “capture” naturally. ”
— L e tte r to  A b e le s  fro m  D r. Jo h n  C. T re v e r, 
D ece m b e r 2 , 1 988 .

G reed  Turns to  G lue. 1 985. Assembled photographs o f artist's  body 
and Kando's head, horses made o f g lue, copper bucket w ith  photo
copies o f Dead Sea Scroll fragm ents, g lue, acrylic, copper, carved 
branches, w ood w ith  measuring delineations, soil, enam el on bicycle 
w heel, 82" x 24" x 24". C ollection o f Jeanne Meyers, Los Angeles, CA.

DEAD SEA SCROLLS

that the Scrolls were no t only valuable b u t w orth 
hoarding. H e  decided to  hide som e o f  them  from  the 
authorities and await the ir increased w orth , so he 
stashed them  in a hole in his garden. U p on  digging 
them  up later, he found they had tu rned  in to  glue, ir
reparably bou nd  together by their ow n substance. § 

The passion. M uham m ad found the Scrolls, Kando 
bought them , and it did no t take long for local schol
ars in Jerusalem  to hear the news. T hree prim ary 
participants included Dr. E.L. Sukenik, an archaeolo
gist at H ebrew  U niversity, and Drs. Jo h n  T rever § 
and W .H . Brownlee, two students at the Am erican 
School o f  O rien tal Research at the tim e. C ertain 
aspects o f  the story w ould have created intrigue re
gardless o fthe  political explosion that occurred w ith in 
the area in 1947. Dealings w ith  Kando w ere bou nd  to

K a n do  Soys (N e a r M iss/C lose  C all). 1985. Shoes covered w ith  
photocopies o f Dead Sea Scroll fragm ents, text, 13" x 4 -1 /2 "  x 
10". C ollection o f Andrew  and Janet Schwartz, Los Angeles, CA.
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B la cko u t. 1985. Cut p ho to 
graphs o f soldiers, ligh tbu lb , 
socket, l l " x  4 -1 /2 "  x 8 -1 /2 ". 
Private collection.

D e ta il o f H ere  I t  Is.
Archaeologist poin ting 
to  the entrance of M u
ham m ad's cave.

K a n d o : C on ju re r o f  th e  D e a d  Sea Scrolls. 1984. In te rnationa l 
junk, photographs o f excavated Scroll jar, glass, fabric, bicycle 
wheel, m etal, w ood, photograph of Kando and George, de 
monetized notes, 78" x 28" x 25". C ollection of A rt Resources 
Transfer, Inc.

H ere  I t  Is. 1 984. Plaster casts from  a mold taken from  a m oun
ta in  surface, Father G ro llenberg 's  photograph of archaeologist 
po in ting  to  M uham m ad's cave, w ood, m odified  ladders, enam 
els, 69" x 44" x 36".
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D av id  F a m ilian
N a tu re  Gets th e  Last Laugh

H is to ric  Sites, B u ild in g s , Etc. 1 985. Law book em bedded w ith  (R eally). 1 985. Acrylic paint-
Dead Sea Scroll jar im pression in soil, photograph of "the hole" ing o f Kando, shovel, glue,
th a t Kando dug fo r  the Scrolls, 3" x 12-1 /2 "  x 1 1 C ollection Dead Sea Scroll fragm ents,
o f Lauren Richardson and James D oo lin , Los Angeles, CA. 5 3 -1 /2 "  x 8 -1 /2 "  x 6 -1 /2 ".

Even S im p le  Deeds H ero ic . 1985. Acrylic paintings of 
scholars on carved w ood, enam el on w ood and m etal 
w ith  map of 1 947 Jerusalem, paper-covered lightbulbs, 
photograph of Dead Sea Scroll, cam era, handm ade 
w indow s, sand, 92" x 40" x 12".

be filled w ith  questionable facts and bargains spoken 
softly in dark, m usty, carpet-filled dens, and co n tro 
versy am ong the characters over w hether pho to 
graphs o f  the Scrolls w ould increase or decrease their 
value could still be a subject o f  disagreem ent today. 
T he dialogue over the fu ture  o f  the Scrolls, however, 
was com plicated additionally by the co ncurren t U .N . 
decision to split Palestine. T he repercussions o f  the 
decision continue to resonate in the M iddle East, and 
on the day o f  the U n ited  N a tio n ’s announcem ent the 
discordant m ix o f  cheers and anger could be heard 
th roughou t Jerusalem . Each day the street borders 
designating the various ethnic and religious sectors 
shifted so that the boundaries never offered safety. 
T h e  availability o f  electricity and supplies (including 
film to photograph the Scrolls) was also volatile. 
Explosions, confusion, suspicion, and sniperfire be
came backdrops for daily life. In  this setting and 
th rough  these streets, the scholars m ade their inves
tigations about the Scrolls and prepared to pho to 
graph them , if  need be, by the light o f  day.
Sources a n d  Suggested  R ead ing :

T rever, Jo hn  C . The Dead Sea Scrolls -  A  
Personal Account. G rand Rapids: William 
B. Eerdm ans Publishing C o., 1977. 
Burrows, Millar. The D ead Sea Scrolls. N ew  
York: T he Viking Press, 1956.
Allegro, Jo hn  M arco. The People o f the 
Dead Sea Scrolls. N ew  York: D oubleday & 
C o., 1958.
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Boy, H erd , H ole , Threw, Sound. 1984. Acrylic on fabric  
showing actual hole where M uham m ad located the Scrolls, oil 
pain t on w ood, m etal, coins, pain ted toy goats and sheep, 
carved slingshot w ith  coin, ceram ic replicas o f a Dead Sea 
Scroll jar, photograph o f M uham m ad by Dr. W. I.  Reed, 82" x 
27 “ x 22".

DUCHAMP'S BICYCLE. In honor o f  artist M arcel 
D ucham p, Abeles frequently  incorporates bicycle 
w h eels  as a c o m p o n e n t o f  h e r  scu lp tu re . See 
B io g r a p h ic a l  P o r t r a it s  (Rickety Tickety); D ea d  S ea 
S c r o l l s  (Greed Turns to G lue); I m a g e  o f  S t. 
B e r n a d e t t e  (Eau de Lourdes; Willing Suspension of 
Disbelief).

ENVIRONMENT. Recent French investigations have 
dem onstrated  that the image people have o f  their own 
environm ent is m ore in agreem ent w ith  the situation 
that existed m any decades ago than w ith  the reality 
today. T he m any additions and disruptions o f  recent 
years, in the form  o f  h igh-tension poles, parking 
places, throughw ays, industrial areas, garbage dum ps 
and such, apparently have no place in our im pres
sions. T he m odern, com pletely artificial landscape 
sim ply appears to have no qualities for people to 
represent m entally. T he effect o f  this schizophrenic 
situation is that to a great extent we have becom e 
indifferent to w hat happens in and to o u r environ
m ent.

T he fact that o u r ways o f  perception are learned, 
and are still to a great extent determ ined by traditional, 
rom antic conceptions o f  the landscape, are an im por
tan t reason for this. Ever m ore artists and photogra
phers, how ever, are seeking form s and techniques to 
visualize the landscape o f  the present and future. In 
m any cases this m eans a break w ith  past im pressions, 
w hich is necessary to develop new  values w ith respect 
to the environm ent.

B A S  V R O E G E  a n d  F R I T S  G IE R S T B E R G , D irec to r an d  
C u ra to r  o f R o tte rd a m 's  P e rs p e k t ie f  C e n te r  fo r  P h o to g ra p h y  

(R e p rin te d  fro m  th e  s ta te m e n t  fo r  th e  1992 F o to g ra fie  B ien n a le  
R o tte rd a m  I II  e x h ib it io n . W a ste la nd . C a ta lo g u e  av ailab le).

Celestial Bodies. See O b se r v a to r y / T e r r it o r y .
Smog. See P il g r im a g e  t o  t h e  W e d g e ; S m oci 

C o l l e c t o r . See also S h r in e s  (The Great Periodic M i
gration).
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FACT FICTION BOXES

FACT FICTION BOXES (1983 -  1986). H istory  is 
frequently presented to us as a display rem oved from  
its original context. I refer to the m ethods o f  such dis

plays in the sculpture: 
presentation cases and 
boxes, the  titles o f  ob
je c ts  and s tru c tu res , 
plaques, an d  p h o to 
g rap h ic  docum ents. It 
is a way ofjuxtaposing 
the artificial w ith  the 
real, the “artificial” be
com ing  its ow n su r
m ised reality. T he dis
play o f  the Fact Fiction 
boxes in  e x h ib itio n  
venues in  libraries ac
centuated their hum or 
and disruption.

Leon Tro tsky 's  Eyeglasses. Text on artwork reads: 
“Leon T ro tsky’s Eyeglasses. Found in East Chatham , 
N ew  Y ork w here he considered visiting.”

D io ra m a . 1984. Dried mice, 
wheel w ith  crank, w ood w ith  
lam inated m ap, acrylic on can
vas, etched brass plaque, 10- 
1 /2 "  x 1 0 -1 /4 "  x 1 0 -1 /2 ". Pri
vate collection. Leon Tro tsky 's  Eyeglasses. 1 984. Eyeglasses, m ap, w ood, en 

am el, acrylic on canvas, etched brass p laque, 1 2 -1 /4 " x 
11 -1 /2 " x 2 -1 /4 ". C ollection of Andrew  and Janet Schwartz, Los 
Angeles, CA.

N a tio n a l Treasure. 1984. Gears and 
crank, bee, w ood, m eta l, enam el, text, 
1 5 -1 /4 " x 11" x 8 -3 /4 ". C ollection of 
Jeri Coates, Los Angeles, CA.

Y

THE STORY IS A PECULIAR ONE. THE 20T: 
CENTURY ROCK ’N’ ROLL STAR HAD HIS 
SHIRT DELIVERED BY, NOT ONE EMPLOYEE 
FROM THE LAUNDRY, BUT THE ENTIRE 
CREW. IT IS SAID THE EXCITED CROWD 
PAID TWO WEEKS WAGES TO BRIBE THE 
DELIVERY BOY INTO ALLOWING THEM TO 
ACCOMPANY HIM TO THE MANSION. AS A 
GRACIOUS GESTURE, THE SUPERSTAR 
CAME OUTSIDE TO GREET HIS FANS, ONLY 
TO BE STUNG BY A BEE. THE CROWD 
WENT WILD AS THEY SCRAMBLED TO THE 
GROUND TO RECOVER THE INFAMOUS BEE 
IN THE CHAOS, ONE OF THE LAUNDRY 
ATTENDANTS WAS ALSO STUNG CAUSING 
NOT ONE BUT TWO BEES TO LIE DEAD ON 
THE GROUND. THE SINGER WAS LATER 
REPORTED TO HAVE DESCRIBED THE BEE AS 
“BIG,” BUT WITH FEW EXCEPTIONS. MOST 
AUTHORITIES AGREE THAT THE WORD IS 
TOO RELATIVE TO AUTHENTICATE THE 
VALUED BEE, THUS MAKING IT INELIGIBLE 
AS A NATIONAL TREASURE.
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A Deduction. Text on artw ork reads: “A lthough 
previously considered to be a num erical sym bol from  
N o rth  America, archaeologists have recently exca
vated a camel skeleton in the Sahara that had been 
im planted w ith  a sim ilar device. T h e  evidence sug
gests the probability o f  an isthm us once connecting 
N o rth  Am erica w ith Africa.”

N ational Treasure. T ext on  artw ork reads: “T he 
story is a peculiar one. T he 20th century  rock ‘n ’ roll 
star had his sh irt delivered by, no t one em ployee from  
the laundry, bu t the entire crew. It is said the excited 
crow d paid two weeks wages to bribe the delivery boy 
into allowing them  to accom pany him  to the m an
sion. As a gracious gesture, the superstar came outside

to greet his fans, only to  be stung by a bee. T he crowd 
w ent w ild as they scram bled to the ground to recover 
the infam ous bee. In the chaos, one o f  the laundry 
attendants was also stung causing no t one b u t two 
bees to lie dead on the ground. T h e singer was later 
reported to have described the bee as “big,” b u t w ith 
few exceptions, m ost au thorities agree that the w ord 
is too  relative to au thenticate the valued bee, thus 
m aking it ineligible as a national treasure.”

The Find. T ext on artw ork reads: ‘“W orkm en at 
C athedral o f  St. Jo h n  the D ivine discover 17th C en 
tury Flem ish tapestries w rapped in paper tucked away

FACT FICTION BOXES

A LTHOUGH P RE V IO U SLY  CO N SIDERED TO B E  A 
N U M ER ICA L SYM BO L FROM NORTH A M E R IC A . 
A RCH A EO LO G ISTS HAVE R EC E N T LY  EXCAVATEO A 
CA M EL SK ELE TO N  IN  TH E  SAHARA TH A T HAD 
B E EN  IM P L A N T ED  W ITH  A S IM ILA R  D E V IC E . 
TH E EV ID EN C E SUGG ESTS TH E  P R O B A B IL IT Y  
OF AN ISTH M U S ONCE CONNECTING NORTH

D av id  F am ilian
A D eduction . 1984. IUD (Copper 7), a ltered m ap, w ood, brass, acrylic, text, 3" x 1 1 -1 /4 " x 13".
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FACT FICTION BOXES

over w ater pipes in m aintenance storeroom ; M u 
seum  director Ms. B onner Socarides com m ents; 
A ppraiser at Phillips Son & N eal says w o rth  is 
betw een $12,000 and $15,000 -  Readers’ Guide to 
Periodicals. ”

Stolen Remnant. T ext on artw ork reads: “R em nant 
stolen by A m erican tourist. Recovered 3 years later in 
M aui.”

First Fork. T ext on  artw ork reads: “A ccording to 
the Oxford English Dictionary, the First Fork was used 
in 1463 by a friend o f  D avn Jo h n  Kertelynge.”

D e ta il o f A Problem  w ith  M ain tenance .
Jam es F ra n k lin

D avid  F a m ilian
A P rob lem  w ith  M a in te n a n ce . 1983 . Iro n in g  
b oa rd  cover, "T e m pe ra tu re  C o n tro l"  box 
(photographs and m etal), etched brass plaque 
w ith  h istory o f Ba/eux Tapestry, m eta llic th read, 
w ood, plexiglass, (dim ensions o f d isp lay case) 
7 4 "x 2 4 Mx 1 7", (dim ensions o f stand) 4 0 "x 2 4 " 
x 1 5". C o lle c tio n  o f Judy and S tua rt Spence, 
South Pasadena, CA.

SAYS WORTH IS BETWEEN $121(10^ 1 5 ,0 0 0
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The F ind . 1 984 . H andm ade  p aper, p a in te d  co rd , w oo d , e tched brass p la q ue , 7 -3 /4 "  x 61 -3 /4 "  x 
3 -1 /2 ". Private co llection.



FACT FICTION BOXES

The S to le n  M e r id ia n s .
1986. M agnifying glass, dirt, 
enam el, w ood, text, 6 -1 /2 "x  
8 - l /2 " x  14 -1 /2 ". C ollection 
o f Judy and S tuart Spence, 
South Pasadena, CA.

D avid  F am ilian

The Stolen M erid ia ns . T ext on artw ork reads: 
“According to the N ational Oceanic and Atm ospheric 
A dm inistration (N OA A), this intersection o f  86° lati
tude and 46° long itude (previously located near 
Gulliver, M ichigan) was stolen in August o f  1952. 
T h e search for it continued  until 1973 w hen it was 
recovered. N O A A  adm its that the recovery w asn’t 
critical because the location o f  the intersection isn’t 
accurate any m ore anyway.”

Sources a n d  S uggested  R ead ing :

D illard, A nnie. Living by Fiction. N ew  York: H arper & Row, 1983. 
Barnes, Ju lian . Flaubert’s Parrot. N ew  York: Alfred A. Knopf, 1985.

F irs t Fork. 1985. Enamel on spoon, w ood, text, 
3 1 /2 "  x 6" x 1 3". C ollection of Deborah Small, La Jolla, 
CA.

S to le n  R e m n a n t. 1984 . T ea-s ta ined  co tton , 
th read, w ood, etched brass p laque, 2" x 4" x 7". 
Stolen from  the collection of Bill and Priscilla 
Panzer, Los Angeles, CA.

« to the I Oxford Engl i sh pictionary. the *  i Pork wastU m  in  1463 by a.:'iend of Davn bohn Kertelynge,Ml.
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THE FELLOWS OF CONTEMPORARY ART

FELLOWS OF CONTEMPORARY ART, THE. Estab
lished 1975 in Los Angeles, California. T h e Fellows 
o f  C ontem porary  Art is the initiator and sponsor o f  
the exhibition, Kirn Abeles: Encyclopedia Persona, A  
Fifteen-Year Survey. T he  concept o f  the Fellows as 
developed by its founding m em bers is unique. M o n
ies received from  dues are used to underw rite its 
exhibitions, catalogues, and videos at tax-exem pt 
contem porary m useum s and galleries. It does not 
give grants, sponsor fundraising events, m aintain a 
perm anen t facility or collection. In addition to the 
exhibition schedule, the Fellows has an active m em 
bership education program . See S p o n s o r 's F o r e 
w o r d , (p.6, also pp. 102-105).

HABEAS CORPUS (1991 -  1993). T o  have a body; 
a legal term  referring to the need to present a person 
for judgem ent; purported  to protect the innocent.

O verview. All o f  m y w ork begins— like m ost art
ists— from  a personal occurence w hich becom es a

broader them e upon  developm ent o f  the w ork  and 
interaction w ith  viewers.

For example, thou gh  I know  the origination point 
o f  The Truth Palace, in the final assessm ent it is about 
the identity o f  the individual in contem porary so
ciety defined by external proofs o f  existence. T he 
sheer overlay is really skin; the red refers to blood; 
and in a sense the crossed-out data at once rem oves its 
validity yet m aintains its burden. Society forces us 
into these rules and definitions (in medieval tim es it 
was strictly family lineage that defined o u r fu tures—  
w e m ore o r less m aintain this today o f  course), b u t we 
are allowed our souls, even if  tha t same society can 
nearly strip it bare.

In  o ther w ords, we live in a society w here even if  
I can touch  you, your flesh, you do n ’t exist i f  you 
do n ’t have your paperwork. T his could apply to 
people needing visas or m edical insurance or people 
in legal cases w here paperw ork is needed for proof. 
In  the latter case, o r perhaps in all the examples, the 
paper confirm ation m ay no t even hold value since

M e d ie v a l C urrents. 1991. D innerw are m ade of bones, in te rna tiona l currency, 
reproduction of Lim bourg Brothers' October, glass p la te , fe lt, w ood, 1 8" x 34" x 
18". C ollection o f Peter and Eileen N orton , Santa M onica, CA.

The T ru th  P a la c e .
1991. W elded steel, 
netting , identifica tion  
d o c u m e n ts  m a rke d  
w ith  red acrylic, 78" x 
35" x 12". Collection 
o f Barbara Cohn, Los 
Angeles, CA.

C onten ts  o f P ersona l Effects, w ork in progess. 
1 95 2 -9 3 . Personal objects, excerpts from  legal cor
respondence transferred onto fabric, satin, w ood, 
m eta l, plexiglass, 36" x 36" x 31".

VIOLATIONS

k )N  OP VIOI ATIOI-Ji'SI—  |E jf l
; r  etreneed  c la im  MEDIATE COFLE; 
k H E R  A C T L f C i

m —

R o b e r t  W e d e m e y e r
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inform ation is still up for 
in terpretation  or accep
tance, und er the w eight 
o f  pre-existing laws, etc. 
Ironically, it was a legal 
m ediator w ho purchased 
The Truth Palace, so per
haps m y personal needs 
for m aking pieces cre
ates a languageless aura 

around the work. See P u b l ic  P r o je c t s  a n d  C o l 
l a b o r a t io n s  (War Stories [Peace in Progress]); Detail o f  
the Truth Palace (p. 24).

HIV/AID S TAROT. See C o l l e c t iv e  D iary : D e d i
c a t e d  t o  P e o p l e  w it h  AIDS.

HOUSEHOLD AFFAIRS. T he description is used to 
refer to needs and ironies o f  the hom e and survival 
rather than extram arital affairs. T he term  “dom estic” 
is typically applied, though its definition also in 
cludes “dom esticated anim als,” w hich im plies that 
we are tam ed beasts.

IDENTITY AND PROOF OF IDENTIFICATION

Historical D innerware. See F a c t  F i c t io n  B ox es  
(The First Fork).

M etaphoric D innerware. See L o n g  E x p o s u r e s  
(A n  A r t is t  in  H e r  L a t e r  Y e a r s ) ;  H abeas C o r p u s  
(Medieval Currents).

D irty Dining. See S m o g  C o l l e c t o r  (Forty Days and 
Forty Nights [Forty Days o f Smog]).

Launder/Labor. See A b e le s  (C hronology); Count
ing Tim e in the Seven D ay Work W eek/...The Hero is Con
scious ( p .1 8 ); K im o n o s  (Slide...Gather; Sweatshop D own  
the H all and Sometimes I t’s M e ) ; S h r in e s  (Imperial Shoe- 
shine); F a c t  F i c t i o n  B o x e s  (A Problem with M ainte
nance); H abeas  C o r p u s  (Made in America).

IDENTITY AND PROOF OF IDENTIFICATION. See 
H abeas  C o r p u s ; B io g r a p h ic a l  P o r t r a it s  (Calamity 

Jane and Questions o f Truth; Other [In Memory o f Ethel 
and Julius Rosenberg]; K im o n o s  (Ritual fo r  Instinctual 
Return); S h r in e s  (Experiment to Identify Change).

G ive Us This D ay (Twenty 
DaysofSmog). 1992-93. Acid 
a ir effect and smog on silk, 
70" x 54" (open).

M a d e  in  A m e rica . 1992. M anufacturing  labels from  the  clo th ing  o f fo u r people, neckties, hardw are, 1 4 "x 2 1 ". Courtesy of Max 
Protetch G allery, N ew  York, NY.
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IMAGE OF ST. BERNADETTE, THE (1987). In 1858, 
at the age o f  fourteen, Bernadette Soubirous (1844- 
1879) saw the Virgin M ary. Bernadette, the daughter 
o f  an unem ployed m iller and an overw orked m other, 

lived in a condem nedjailhouse. 
T he city officials o f  Lourdes 
refused to house prisoners in 
those conditions. She was a 
b eau tifu l g irl, d e sc rib ed  as 
“w om anly” by Franz W erfel in 
his book The Song o f Bernadette.

O n  the chilly m orn ing  o f  
February 11, B ernadette and 
her friends w en t to look in  the 
w oods for bones to sell to the 
rag-and-bone man. She w an
dered away from  the o thers and 

came upon  a cave-like recess w here she sat dow n to 
take o ff  her w et socks. T here  she saw the Virgin M ary, 
or the “lady” as B ernadette referred to her. T he girl 
though t this Lady to be m ore elegant than any earthly 
possibility. “W hen you have seen her once, you ju s t 
long to die so that you can see her again.”

THE IMAGE OF ST. BERNADETTE

B e rn a d e tte  S o u bi
rous at age fourteen, 
the year she saw the 
V irg in  Mary.

The B asilica  th a t s ta n d s over the g rotto  where fo u r m illion  
visitors each year continue to d rink and bathe in the holy 
w aters looking fo r cures to  illnesses and m isfortunes.

ENCYCLOPEDIA PERSON A d ra w in g
Lourdes, France. Site of the visions and holy grotto .

W illin g  Suspension o f  D is b e lie f. 1 987. Acrylic on canvas re p 
licating patterns on St. Bernadette's c lo th ing, photograph of St. 
Bernadette, acrylic on canvas rose, m eta l, w ood, bicycle wheel, 
68" x 5 4 -1 /2 "  x 22". C ollection of Museum  of C ontem porary 
Art, Los Angeles, CA. D an ie l M a rtin e z
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S o u ve n ir D ispensary. 1987. Souvenir holy cards of St. Bernadette, altered 
cosmetic dispenser, photographs of Abeles' pa in ting  o f St. Bernadette bald, 
locks of hair, currency, enam el, 2 1 -1 /2 "  x 12" x 13". C ollection o f Greg and 
Kristen Escalante, Naples, CA.

THE IMAGE OF ST. BERNADETTE

D an ie l M artin ez
C h ild re n ! S it S ti ll!  1987. Acrylic pain ting  of St. Berna
dette  on photo-sensitized fabric, enam el, m etal, a l
tered p iano stool, v io lin  rests, m irro r o f base tha t cor
rectly shows the signature  of St. Bernadette (her name 
is w ritten  backwards underneath the stool), lace, satin, 
44" x 1 8 -1 /2 " x 18 -1 /2 ".

S o uven ir. 1987. H air, silkscreen and offset p rin t on cardstock, 
4 -3 /4 "  x 3". Edition o f 900. Abeles placed the souvenir holy cards 
in te lephone booths at Lourdes in 1987.



THE IMAGE OF ST. BERNADETTE

Pilgrim s came steadily from  all around, stopping 
w ith  their chores to see the girl w ith  the maze- 
pa tterned dress. It was well know n in  the countryside 
that Bernadette w ould  see the Lady w ith  the w hite 
gow n and blue sash on fifteen m ore occasions. And 
indeed, she did. At the same tim e, she was subjected 
to exam inations and cross-exam inations by doctors, 
city officials, and the C hurch .

U ltim ately, skeptics became believers. D u rin g  the 
apparitions, B ernadette’s face transform ed, her skin 
becam e tight and translucent against her skull. She 
reflected the sight she saw, and in her eyes one could 
see the eyes o f  the Virgin. As the nu m ber o f  believers 
increased, vendors becam e m erchants selling bits and 
pieces o f  the story. Like the artist, she was seen as 
bo th  visionary and freak.

Lourdes today is one o f  the largest religious tourist 
sites in  the world. O ver four m illion pilgrim s and 
curious spectators com e to  the curing  waters o f  the 
grotto  each year. T houg h  m any o f  the m ethods o f  
presentation for this series reflect the com m ercial

Eau D e L ou rd e s . 1 987 . 
M arbleized bicycle wheel, 
glass bo ttles f i lle d  w ith  
water, altered piano bench, 
sa tin , pearls, go ld  lea f, 
enam el, soil, m irro r-lined  
box, m ovie still from  The 
Song o f Bernadette, back
wards text placed under 
bench and correctly  re 
flected in m irro r, currency, 
56" x 3 1 -1 /2 "  x 2 0 -1 /2 ". 
A rt Bank C ollection, C ity o f 
Santa M onica, CA.

T ra ve lin g  Sales. 1987. Leather suitcase rubbed w ith  gold oil paint, satin, St. Ber
nadette souvenirs, velvet, m arbleized w ood, currency, 2 8 -1 /2 "  x 1 9" x 19". Collection 
of A rt Resources Transfer, Inc. D an ie l M artin ez
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THE IMAGE OF ST. BERNADETTE

The W o rld 's  Largest P a in tin g  (Section 32). 1987. 
Acrylic on canvas dropcloth  showing St. Ber
nadette 's nose and m outh, m arbleized wood, 
brass p laque w ith  title , 59" x 51".

D ia g ra m m a tic  Cross Section o f the  W o rld 's  Largest P a in ting .
1 987. Gridded photograph o f Abeles' pain ting o f St. Bernadette 
w ith  Section 32 extended th ree-d im ensiona lly , 15" x 9". C ollec
tion  o f Anuska and A drian Smith, San D iego, CA.

D an ie l M a rtin e z
P ach in ko  ( It 's  a B e a u tifu l D ay!). 1 987. M arbleized acrylic on 
rewired Pachinko gam e, im age o f St. Bernadette stencilled on 
plexiglass, dried rosebud, photograph of Abeles' pa in ting  of 
St. Bernadette, 31 -1 /2 " x 2 0 - l /4 " x  3 -1 /2 ". C ollection o f Debra 
and Larry Poteet, G lendale, CA.
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THE IMAGE OF ST. BERNADETTE

attitude tow ard the apparitions, there was one in ten 
tion that Abeles strictly followed: to  retain the beauty 
and dignity o f  B ernadette. T o  see o r make an image 
over and over is to absorb it th rough  the skin. See 
B o o k w o r k s  (The Image o f St. Bernadette).

Sources and Suggested Reading:

W erfel, Franz. The Song o f Bernadette. N ew Y ork: T he Viking Press, 
1942. (The Film adaptation o f  the book was first m ade in 1943 by 
T w en tie th  C en tu ry -F ox  and starred Jen n ife r Jones as B ernadette).
W arnes, Jenn ifer. Famous Blue Raincoat-The Songs o f  Leonard Cohen. 
Los Angeles: Cypress Records, 1986. (Audiotape and C D  contain
ing C o h en ’s Song o f  Bernadette).

The W o rld 's  S m a lle s t P a in tin g .  1987. M icroscope, enam el, 
lace, glass slide plate w ith  transparency of pain ting  o f St. 
Bernadette, w ood, satin, rose beads, 22" x 9 -1 /2 "  x 12".

D e ta il o f The A m a z in g  Rosebud. 1 987. Acrylic 
p o rtra it o f St. Bernadette on dried rosebud, em 
broidered satin, 21" x 9".

V iew ers O b se rv in g  th e  W o rld 's  La rg e st P a in tin g . 1987. Photograph of 
Abeles' pain ting  of St. Bernadette, photographs o f movie extras from  The 
Song o f Bernadette, satin , pearls, enam el, w ood, p laque, rose m ade from  
money, 32" x 27". C ollection o f Judy and M arvin  Zeidler, Los Angeles, CA.
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KIMONOS

KIMONOS (1979 -  1982). T he garm ent form  al
ludes to hum an form : by its scale, presentation (sus
pended and away from  the wall), and its traditional 
use as a body covering. I approach this form at as a 
personification and structural container o f  the Self. 
T hey  are kim onos and derivatives o f  its com position; 
they are vestm ents as shrines o f  the investigation o f  
the Self.

T he ideas for this series developed from  conversa
tions, correspondence, and experiences. T hey are 
aspects o f  hum an behavior and activity w hich are 
prevalent in m yself and individuals I observe. Layer
ing is used, in term s o f  repetitive patterns, accum ula
tions, contrasts, and veils w hich hide and reveal, as a 
m eans to transcend personal or autobiographical con
ten t so that it m ay em brace a broader audience.

I see the vestm ents as a confron tation  w ith  a “be
ing,” in conj unction  w ith the sense that one could slip 
into this clothing.

Letters from  Kosai. M y interest in Shingon B ud
dhism  and the subsequent kim ono form s stem s from  

a ten-year (now, twenty-five - 
year) correspondence w ith  Kosai 
Kobari, w hom  I m et in U tsuno - 
miya, Japan. In  1979,1 arranged 
all o f  his letters in chronological 
o rder and reread them , over and 
over, searching for cohesive in 
dications o f  his philosophy and 
unexpectedly confron ting  the 

K osa i K o b a ri. changes in m y life, w ith  a sober

Letters fro m  K osa i. 1979. 10 years of correspondence from Kosai 
Kobari, sheer fabric, abalone buttons, 54" x 48". Collection of Edith 
L. Rickey (Mrs. George Rickey), East Chatham, NY.

ENCYCLOPEDIA PERSO N A  m ap
Route o f Koscii's firs t correspondence w ith Abeles.

62



KIMONOS

D e ta il o f Letters from Kosai.

reflection that m ay accom pany revived m em ories. 
Kosai displays w ith  his responses a woven, experien
tial pattern o f  art, nature, and faith that I now  see in 
conjunction  w ith  his observance o f  Shingon con
cepts. M y pursu it o f  its philosophy, th rough  reading 
and w ork ing th rough  the kim onos, was originally 
m otivated by a desire to expand m y understanding  o f  
Kosai and his peaceful viewing space. M y search 
revealed an attitude based on the un ity  o f  diversity, 
continual re-evaluation, and charity o f  soul. A co
gent sim ilarity developed betw een the kim onos and 
the reading: the action o f  the endeavor was the im po r
tan t factor. T here  was no th ing  to be captured in a 
frozen trap.
Sources a n d  S ugg e s te d  R e a d in g :

Kiyota, M inora. Shingon Buddhism: Theory and Practice. Los Angeles: 
B uddhist Books International, 1978.
Watts, Alan. This is I T  and Other Essays on Z en  and Spiritual Experi
ence. N ew  York: R andom  H ouse, 1973.
In d e x  fo r  the P luperfect. T hese are n o n -fu n c

tional or broken objects given to  Abeles o r found by 
her. T hey  are from  the past. Inform ation from  this

In d e x  fo r  th e  P lu p e rfe c t. 1981. Photographs of non-functional 
objects, wood, metal, 72" x 63" x 24-1/2". Collection of Art 
Resources Transfer, Inc.
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past is notated on each card, h idden from  the viewer 
unless it is rem oved from  the tim e-slot. T hese are 
objects from  the past, photographed to  place them  in 
the past once m ore: past perfect. T hey  are pluperfect 
by their orientation to the present th rough  the action 
o f  this photographic presence. T hey  are docum enta
tion, a diary. T here  is no “I.” T he portrait is created by 
those things collected, carried, and feather dusted. 
See B o o k w o r k s  (Index for the Pluperfect).

Princess and the Pea. M arriage is a com m it
m ent, it’s binding, a conflict, a goal, an aspiration, a

“It is exquisitely trivial, a delicate bubble o f 
fancy, and it has its philosophy...that we should 
treat all the trivial things o f life seriously, and all 
the serious things in life with sincere and studied 
triviality. ”
— Oscar W ilde's quote about his play, The Importance 
o f Being Earnest.

KIMONOS
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Princess a n d  th e  Pea. 1981. Wedding ring, acrylic on canvas, 
wood, chiffon, metal toothpicks, 52-1 /2" x 38". Collection of Palm 
Springs Desert Museum, Palm Springs, CA.

ENCYCLOPEDIA PERSON A d ra w in g
The Pea.

R em oveab le  ca rds  from Index for the Pluperfect.
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pain in the neck, the only jo y  like it, the  desire for it, 
the escape from  it, a freedom , a hope, a prison sen
tence, a fear that you’ll be asked, and a fear tha t you 
w o n ’t. And here it is as The Princess and the Pea.

Ritual fo r Instinctual Return. I had been spending 
so m uch  tim e on the freeway and in  and ou t o f  con
crete buildings that I was feeling disassociated from  
anything resem bling N ature: I w anted to participate 
in a process that w ould  be very basic and natural.

T h e en tire process o f  going to  the pou ltry  shop in 
C hinatow n—w here the ow ner gave m e a bag o f  fresh 
pigeon feet each W ednesday, w here birds squawked 
in cages, sprawled half-dead, o r h un g  lim ply from  
hooks (and the occasional b ird escaped and frantically 
raced around that same room )— and the process or 
ritual o f  preparing and drying the pigeon feet, were 
jo lts to the senses, a confron tation  betw een life and 
death.

M y grandfather, R ichard Sander, has raised and 
raced pigeons since the 30s and I became fascinated by 
the hom ing instinct. W hen 1 told h im  that I w anted to 
do a piece about the pigeons, he gave m e a bag full o f 
identification bands from  his dead birds. W hen a 
pigeon dies, he explained, the only way to rem ove the 
bands intact is to rem ove the feet o f  the bird.

G ra m p a  S a n d e r holding one of his racing pigeons in Reseda, 
California, 1950.

ENCYCLOPEDIA PERSON A m ap
R eseda, C a lifo rn ia . Site o f Grampa Sander's first pigeon coop. 
The homing instinct enables the birds to return to the ir birth sites 
from  distances as great as 1000 miles.

D e ta il o f d r ie d  p ig e o n  fe e t in Ritual for Instinctual Return.

R itu a l fo r  In s tin c tu a l R eturn. 1981. Dried pigeon feet, racing 
pigeon identification bands, acrylic on canvas, chiffon, silverthread, 
metal, wood, 60" x 48" x 6". Collection of Sue E. Berryman, 
Alexandria, VA.

6 5



In the final sculpture, the bands are placed on the 
small pegs o f  the m etal structure. Each has a silver 
thread w hich is severed from  the portion  o f  thread 
w rapped around each foot below. T he dried pigeon 
feet are delicately stitched to the sheer fabric drying 
racks, similar to die one I  used to dry the feet outside 
my studio w indow.
S ugg ested  R e a d in g :

Ardrey, Robert. The Territorial Imperative— A  Personal Inquiry into 
Anim al Origins o f Property and Nations. N ew  York: Dell Publishing 
C o., 1966.

Slide...Gather. I asked friends for old clothes they 
w ere going to discard. I w anted clothes, regardless o f 
the style, the m aterial, the stain, the holes. Any clo th
ing. M y car was loaded to  the hilt. At one point, I 
couldn’t see behind me. I pushed the m ountain  around 
and dow n as I could.

"You don 't care i f  they have stains under the 
arm pits?"

"O h , my daughter throw s aw ay so many clothes 
that you w on 't believe the p ile  since the last time 
you w ere  over to my h o u se ."

" I  have an old linen dress that my m other made. 
It has stains  o n  it and I know  you 'll love it ."

" I  have  g o w n s ...re m e m b e r the k ind with the  o p e n  
slit that w ent down like th is? "

KIMONOS I am dealing w ith  the taste o f  others. T hese are 
recycled rem nants o f  o thers’ decisions. 1 can’t stand 
the color, prints, or types o f  fabric o f  some o f  them . 
H ere is the sensitivity o f  others, altered by my recon
struction. T hey  are standard. T hey  are unique.

Lines. Lines. T h e line is a prom enade, a dry clean
er’s, a funeral m arch, a procession o f  uniform s. Points 
o f  w aiting and moving, m oving in circles, a line at the 
bank, in the grocery store, o n  the freeway. Points 
o f  contem plation -  deep thought and trivia. T he 
line w ithou t individual distinction, w ith  individual 
remarks.

T h e  rack is filled w ith  a sim ple garb, the predeces
sor o f  the kim ono, now  called a kanto-i. M y friend 
Kosai describes it as “only a big clo th  w ith  a hole at the 
center for the head, m ade o f  hem p or bark.” It was 
w orn  two thousand years ago. It was a simple style 
that was im proved in tim e; it is a timeless style 
because o f  its simplicity.

T he rack moves into dark tunnels at one end; the 
circular pattern  o f  its m ovem ent continues. W hat 
happens in that tunnel? Are tickets on  clo th ing ex
changed? Does som eone stand in the darkness and try 
on clo thing in front o f  a broken piece o f  m irror? D o 
they m erely revolve th rough  the tunnel transform ed 
by experience?

T h e sweatshop makes the dry cleaner’s. T h e hot, 
steam y w ater that burns the hand w hen  the iron is 
overturned, held in the left hand, the hand w ith  the

S lid e ...G a th e r. 1981. Recycled clothing, satin/linen fabric, metal pipe, 32' x 10', (garments) 52" x 31
D an ie l M a rtin e z



watch, that tu rns the steam to the right as the hand 
shifts to see the tim e.

Sw eatshop Down the H a ll and Som etim es It 's
Me. T here used to be a sweatshop dow n the hall from  
m y studio. W e shared the same bathroom , and I had 
to go th rough  the ir lunchroom  to get to it. O n e  day, 
feeling the accum ulation o f  steady weeks o f  w ork in 
the studio, I crossed the ir lunchroom , and felt a 
strong cam araderie w ith  the w om en in the sweat
shop: we w ere m aking garm ents, we w ere tired, dirty 
from  the day’s w ork, in term ingling  m om ents o f  g rief 
and those tim es w hen I saw their jo y  in the ir close 
relationships w ith  one another. T h e racks on the 
sculpture depict the final product: the racks o f  clothes 
in quantities o f  arranged colors w heeled o u t o f  the 
sweatshop. T h e  fabric strips on  the sculpture are the ir 
rem nants, and harnessed to the garm ent by leather 
straps is their old tim eclock. It is encrusted  w ith  lint 
w hich now  stops tim e, right before qu itting  time.
S ugg ested  R e a d in g :

Z inn , H ow ard. A  People's History o f the United States. N ew  York: 
H arperC ollins, 1980.

LASELL, ANNE. C u rren t C hairm an o f  the Fellows 
o f  C ontem porary  Art, Los Angeles. See S p o n s o r ’s 
F o r e w o r d  (p. 6 ) .

LEE, MOTHER AN N . F ounder o f  the Shaker C o m 
m unity. See B io g r a p h ic a l  P o r t r a it s  (The Celibacy 
and Practicality o f Mother A nn/Speak in Tongues and 
Import Oysters).

LONG EXPOSURES (AN ARTIST IN HER LATER 
YEARS) (1991 -  1992) is a m ulti-m edia installation 
using the photography darkroom  as its basic form at 
to discuss aging, creativity, and the evolution o f  a 

w o m an’s life. T o  be inside a 
darkroom  is to  experience 
tim elessness em phasized by 
its increm ents o f  m inutes, 
the solid quiet o f  the dark, 
the pinpoints o f  light and 
the everflow o f  water. T he  
alchem y o f  the  darkroom  
com bines hum an  technical 
acco m p lish m en t w ith  the 
desire to capture the elusive.

As w e g row  o ld e r, we 
m ove fo rw ard  in  a c o n 
tin uu m  seeking new  chal
lenges and opportunity , yet 

the image we hold o f  ourselves retains from  a younger 
chronological age. Photo album s and snapshots m ount 
upon  dusty shelves in  ou r hom es in order to  hold the 
past for the future. B ut beyond the cultural pressures 
to capture each special event, a few photos em erge as 
key resem blances o f  one’s life.

We live in a cu ltu re  tha t idolizes y o u th  and

Florence Rosen. One of
the photographs selected 
by Florence, which she be
lieved best represented her 
chronological self-image.

LONG EXPOSURES

D an ie l M artin ez
S w eatshop  D ow n th e  H a ll a n d  Som etim es It 's  M e. 1981. 
Metal time clock, felt, wood, fabric, leather, 56" x 40-1 /2" x 5".

EN CYCLOPEDIA PERSON A m ap
Second a n d  B ro a d w a y  in Los Angeles.
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D avid  F a m ilian
Long  Exposures (An A r tis t in  H er L a te r Years). 1991 -1992. Installation of phosphorescent paint activated by light on a relay system, 
welded steel, enamel, audiotape interview, water system, mixed media objects and photographs which combine darkroom and domestic 
images, 20' x 20'.

airbrushed perfection, yet the visage o f  ourselves 
from  a younger tim e is no t a desperate response to 
this. Rather, it provides the Self w ith  the tangible 
co rro b o ra tio n  th a t the  essence o f  S e lf  rem ains

I ’m looking now in the mirror and saying, “Now, 
look at yourself. N ow , ju s t look at yourself and 
see who you are,” because I  don’t see myself and 
I  keep looking through the mirror image, trying to 
see what is the image that I  am projecting onto my 
image that’s in the mirror. It becomes...it’s like 
going underground. I t ’s like divingunderground. 
I t’s a very significant experience and I  can’t 
sustain itformore than a ha lf a minute. I t’s a real 
encounter with my mortality.
— Florence Rosen, from  the soundtrack fo r Long Expo
sures (An A rtis t in Her Later Years).

youthful and continuous w ith  the spirit o f  the life 
force. T he  distaste for aging is presented by the same 
cu lture bom barding us w ith  material desires, face
lifts, and the idolatry o f  “beauty.”

T o create Long Exposures, Abeles interviewed a 
friend and fellow  artist, Florence Rosen, also request
ing her to select one photo  that best describes the way 
she th inks o f  herself. T hey  used the prem ise o f  age
lessness set forth  by research anthropologist Sharon 
Kaufman to  steer the direction for the chosen photo. 
Like slipping back th rough  a calender o f  years, the 
selection m oved beyond F lorence’s re tu rn  to art 
school in later years, before her grandchild and chil
dren , before her marriage, the tim eless photo  reflect
ing past, present, and future. See also A b e l e s  (C h ro 
nology: pho to , p. 2 1 ).
Sources a n d  S ug g e s te d  R e a d in g :

Kaufman, Sharon. The Ageless Self: Sources o f  Meaning In Late Life. 
M adison, W isconsin: U niversity  o f  W isconsin Press, 1986.
MARRIAGE. See B io l o g ic a l  P o r t r a it s  (Calamityjane 
and Questions o f Truth); K i m o n o s  (Princess and the Pea); 
L o n g  E x p o s u r e s  (A n  A r t i s t  i n  H e r  L a t e r  Y e a r s ) .
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MATERIALS AND MEDIA
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F rankenste in 's  H ea rt. 1 993. Abeles' use o f m aterials is defined by the subjects of her artw ork. Literal and symbolic messages given by 
raw m aterials, objects, photographs, and graphic patterns become a substantial elem ent in h erfo rm  of visual vocabulary.

69



MEMORY. S e e  K im o n o s  (Index for the Pluperfect)-, 
L o n g  E x p o s u r e s  (A n  A r t is t  in  H e r  L a t e r  Y ea r s);  
P il g r im a g e  t o  t h e  W e d g e ; S h r in e s  (Smoke Box).

MOSS, KAREN. C urato r o f  the exhibition and cu r
atorial consultant, Santa M onica M useum  o f  Art. See 
I n t r o d u c t i o n  t o  E n c y c l o p e d ia  P e r s o n a  (p . 10 ).

NATURE. Abeles’ w ork frequently  deals w ith  the 
search for N ature. W orking from  the assum ption 
that N atu re  is so frequently  presented as an orga
nized, artificial display, it is a lost m em ory that we 
seek to  relocate. See also E n v ir o n m e n t .

Animals. See D ea d  Sea  S c r o l l s  (Boy, Herd, Hole, 
Threw, Sound)-, F a c t  F ic t io n  B o x e s  (Diorama); K i
m o n o s  (Indexfor the Pluperfect).

As supreme force. S e e  D ea d  S ea  S c r o l l s  (Greed 
Turns to Glue; Historic Sites, Buildings, Etc.; Nature Gets 
the Last Laugh [Really]).

Birds. See K im o n o s  (Ritual for Instinctual Return); 
S h r in e s  (She Said I  Found This Sparrow and Thought of 
You I  Said).

Celestial bodies. S e e  O bse r v a to r y / T e r r it o r y .
Insects. See F a c t  F i c t io n  B o x e s  (National Trea

sure); K im o n o s  (Indexfor the Pluperfect); S h r in e s  (The 
Great Periodic Migration).

Geologic Masses. S e e  D e a d  S ea  S c r o l l s  (Boy, 
Herd, Hole, Threw, Sound; Here It Is); P il g r im a g e  t o  
t h e  W e d g e .

OBSERVATORY/TERRITORY. T h e installation Ob
servatory/Territory was created and “perform ed” d u r
ing Abeles’ fellowship residency at H and  H ollow  
F oundation, George Rickey W orkshop in upstate 
N ew  Y ork in 1984. She bu ilt and physically en tered 
the sculptural contraption  for a period o f  tim e be
tw een N ew  M oon and Full M oon to chart the paths 
o f  the sun  and the m oon. T he title also refers to the 
territory  created by the continual “pilgrim ages” to the

MEMORY sculpture th rou g h ou t the days and nights in order to 
m aintain the charting. T he contraption  and the accu
m ulated experience becom e the sculpture.

Five sheer fabric panels w ere placed on the sculp
ture each day, resulting in a total o f  eighty panels. T he 
date, tim e, and position o f  the m oon and sun  w ere 
recorded on the panels. After each setting o f  the 
m oon and sun, the fabric was taken back to the studio 
w here the inform ation was duplicated using acrylics 
for the sun images and cu tou t shapes for the m oon.

T h e observatory was painted to duplicate the col
ors o f  the surro und ing  landscape as an integral part o f  
the forest. Leaves w ere brought in to  the studio as 
color samples for m ixing the values o f  the paint. See 
also A beles  (Chronology: 1984); B a r n e s , L u c in d a .

L o g ica l Landscape. 1984. Color pencil on paper showing con
tour of landscape determined by difference between expected and 
actual times of arrival and setting of sun and moon, enamel on 
metal, 30-1 /2" x 32". Collection of Jack and Bonnie Wilke, Los 
Angeles, CA.

D ia ry . 1984. Newspaper clippings of 
celestial schedules, fabric, 23" x 29”.

D e ta il o f I llu m in a te d  M a n u scrip t.
1984. Ink, acrylic, and pencil on pa 
per show ing celestial paths com po
site, 51" x 79". C ollection of Judy 
and Stuart Spence, South Pasadena.
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A b e le s  in s id e  h e r s c u lp tu ra l contraption used to chart the path 
of the moon and sun.

OBSERVATORY/TERRITORY

Sum oon, M oosun, N ew  
M oon ,  No M oon. 1984. 
Color photograph of moon 
or sun, clocks which peri
odically move in alignment, 
wood, enamel, 11" x 13" x 
4-1/4". Collection of Judy 
and Stuart Spence, South 
Pasadena, CA.

ENCYCLOPEDIA PERSONA m ap
M a p  based  on  in c id e n ts  while charting the celestial paths with 
the observatory sculpture.

J a n ic e  F e lg a r
O b s e rv a to ry /T e rr ito ry . 1984-85. Acrylic on sheer fabric used for charting the path of moon and sun, oil paint on wood, metal (dome 
installation) 86" x 29" x 29".
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ROSA PARKS

PARKS, ROSA. Civil rights activist and leader. See 
B io g r a p h ic a l  P o r t r a it s  (To Sit as Ladder [In Honor of 
Rosa Parks]).

PERSONAL OFFERINGS. T h ro u g h  the  years, 
Abeles’ projects have frequently  involved m em bers 
o f  the com m unity  by requesting objects to be in 
cluded in the artwork.

Clothing and Remnants. See K im o n o s  (Slide...Ga
ther; Sweatshop Down the Hall and Sometimes I t’s M e ); 
H abeas C o r p u s  (Made in America).

Hair. See I m a g e  o f  S t. B e r n a d e t t e  (Souvenir; Sou
venir Dispensary).

Shoewax tins. See S h r in e s  (Imperial Shoeshine).
Personal items (photographed). See C o l l e c t iv e  

D iary : D e d ic a t e d  t o  P e o p l e  W it h  AIDS.
PHOTOGRAPHY. S ince 1974, photography has 

been a central focus o f  m y w ork, w ith  a concentration 
on “portra itu re” as biographical and them atic state
m ents. I’ve made use o f  traditional form at presenta
tions as well as the photograph used as a critical 
com ponent o f  sculpture and installations, w ith  p ro 
cesses ranging from  altered com posites to three- 
dim ensionalization o f  photos to gray-scale painting. 
I was deeply influenced w hile in graduate school by 
Susan Sontag’s discussion o f  the conceptual im pact 
and literal potency o f  photographs as so eloquently 
presented in her book On Photography.

As com m odify. See I m a g e  o f  S t. B e r n a d e t t e .
As identity. See C o l l e c t iv e  D ia r y : D e d ic a t e d  t o  

P e o p l e  W it h  AIDS; L o n g  E x p o s u r e s  (An  A r t is t  in  
H e r  L a t e r  Y e a r s ); H abeas C o r p u s  (The Truth Palace; 
Personal Effects).

As illus ion. O b s e r v a t o r y / T e r r it o r y  (Sumoon, 
Moosun, New Moon, No Moon).

As object. See B io g r a p h ic a l  P o r t r a it s  (Calamity 
Jane and Questions o f Truth); D e a d  S ea  S c r o l l s  (Black
out; Even Simple Deeds Heroic; Kando: Conjurer o f the 
Dead Sea Scrolls; Greed Turns to Glue); F a c t  F i c t io n  
B o x e s  (A Problem with Maintenance).

As painting. See D e a d  S ea  S c r o l l s  (Even Simple 
Deeds Heroic; Greed Turns to Glue; Nature Gets the 
Last Laugh [Really]); I m a g e  o f  S t . B e r n a d e t t e  (The 
World’s Largest Painting [Section 32]; The World’s 
Smallest Painting).

As pornography. S e e  S h r in e s  (Imperial Shoeshine).
As p o r tra it  and h is to rica l docum ent. S e e  B i o 

g r a p h ic a l  P o r t r a it s ; D e a d  Se a  S c r o l l s ; C o l l e c t iv e  
D lary: D e d ic a t e d  t o  P e o p l e  W i t h  AIDS; I m a g e  o f  
S t . B e r n a d e t t e .

As process. S e e  B o o k w o r k s  (Experiment for Myself 
as Other; Our Position, Always, Reciprocal); B io g r a p h i
c a l  P o r t r a it s  (Rickety Tiekety); D e a d  S ea  S c r o l l s  
(Even Simple Deeds Heroic); S h r in e s  (Experiment to 
Identify Change; She Said I  Found This Sparrow and

Thought o f You I  Said); P il g r im a g e  t o  t h e  W e d g e .
As proof. See B io g r a p h ic a l  P o r t r a it s  (Other [In 

Memory o f Ethel andjulius Rosenberg] ) ; D ea d  S ea S c r o l l s  
(Here It Is); S h r in e s  (Indexfor the Pluperfect); H abeas 
C o r p u s .

As smog. See S m o g  C o l l e c t o r .
Into three-dim ensional form . See I m a g e  o f  S t. 

B e r n a d e t t e  (Willing Suspension o f Disbelief); B i o 
g r a p h ic a l  P o r t r a it s  (Calamity Jane and Questions o f 
Truth).

Photographic Equipment. L o n g  E x p o s u r e s  (A n  
A r t is t  in  H er  L a t e r  Y e a r s ) ;  P il g r im a g e  t o  t h e  
W e d g e ; S h r in e s  (E x p erim en t to Identify Change); D ea d  
S ea  S c r o l l s  (Even Simple Deeds Heroic); I m a g e  o f  
S t . B e r n a d e t t e  (Children! Sit Still!).

C am era  m ade  o f p a p e r  created in 1987 for the sculpture That 
Which Can't Be Caught.
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PILGRIMAGE TO THE WEDGE. From  February 26, 
1985 to M arch 17,1986,1 took 274photographs look
ing n o rth  on Broadway in Los Angeles as seen from  
m y fire escape. M y ultim ate purpose was to p ho to 
graph a “w edge” o f  m ountain  (part o f  the San Gabriel 
M ountains).

A b e le s  us in g  h e r s c u lp tu ra l c o n tra p t io n , Pentipede, to mea
sure her stride in order to adjust the pedometer she used during the 
pilgrimage to the San Gabriel Mountains.

V ie w  lo o k in g  n o rth  toward a wedge of the San Gabriel Moun
tains (obscured by smog) as seen from Abeles' fire escape on 
Second and Broadway, Los Angeles. This example of the 274 
photographic attempts to get a clear view of the Mountain Wedge 
was taken the morning of a parade for the Los Angeles Lakers.

D an ie l M artin ez
M o u n ta in  W edge. 1985-7. Acrylic on paper and wood "camera bellows", canvas, 274 photographs looking north on Broadway in Los 
Angeles at the San Gabriel Mountains obscured by smog, lens, oil painting on canvas, (bellows) 94" x 78" x 184".
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PILGRIMAGE TO THE WEDGE

O n  a clear day, the M ountain  W edge m iraculously 
interacts w ith  the buildings at the horizon. T ho ug h  it 
may seem  to be a sim ple decisive task, it was not. T he 
m ountain  was no t clearly visible for over a year.

I have had my studio in dow ntow n Los Angeles for 
thirteen years and have only seen the M ountain Wedge 
a few times. W hen it appears, it is breathtaking. See 
also S m o g  C o l l e c t o r ; A b e l e s  (Chronology: Sixty 
Days of Los Angeles Sky  Patch [View to the East] p. 22); 
B a r n e s , L u c i n d a .

Suggested Reading:

M cKibben, Bill. The E nd o f  Nature. N ew  York: Random  H ouse, 
1989.
Palm er, T im , Ed. California’s Threatened Environment: Restoring the 
Dream. W ashington D .C .: Island Press, 1993.

The Pilgrimage. O n  Septem ber 1 0 ,1 98 7 ,1 walked 
from  my Broadway studio to the M ountain  W edge to 
try to capture a clear image o f  the m ountain . I 
selected a day w ith  a first stage episode for air quality: 
air unhealth ful for everyone.

Departure time: 7:49 A .M . (2nd and Broadway) 
Arrival time: 5:37 P.M . (Mountain Wedge)
Distance: 16-1/2 miles

In v is ib le  C am era. 1987. Invisible nylon thread, enamel on brass 
structure defining shape of 35 mm camera, 10-3/4" x 9" x 6-1 /2". 
Collection of Jeanne Meyers, Los Angeles, CA. C am era  D esiros. 1987. Bird feathers, enamel on brass fram e

work, mosquito netting, 3-3/4" x 5-1/2" x 4-1/4". Collection of Art 
Resources Transfer, Inc.

W edge W atch . 1987. Altered gas mask, color photographs o f the 
Mountain Wedge, cat hair, text, 23" x 10" x 8". Collection of 
Marguerite Freilich, Santa Monica, CA.
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PILGRIMAGE TO THE WEDGE

ver a year, the 
in Los Angeles 

I t  impossible to
’ photograph 
puntain Wedge 
d at the horizonal 
5f S. Broadway

INSTRUCTIONS
rr t>voeD «• c S-r»s .  »TWt*

ttember 10,1987 
1 from
<vn Los Angeles

n Wedge of the 
■riel Mountains. ,

Set northeasterly 
(as the crow  flies).

CoeAnflClf* Thursday, September tO, 1987 L—5imf6 X----

In s tru c tio ns  fo r  S trid e  F o rw ard . 1 987. Color photograph of Abeles walking along her sculpture, Pentipede, pedometer with instructions 
(which Abeles used during her 16-1/2 mile pilgrimage to the Mountain Wedge), a ir quality report for the day of the walk, text, 10-1/2" 
x 18-1/2" x 1-3/4". Collection of Art Resources Transfer, Inc.

S e lection  fro m  F a sh io n in g  a Sm og M ask. 1981. Photographs, 4 -1/2" x 6 -3/4" each. Collection of 
Marguerite Freilich, Santa Monica, CA.
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PILGRIMAGE TO THE WEDGE

N e w  K in d  o f  C lock (Tim e Based on th e  Frequency o f  T aking  
P h o to gra p h s). 1986. Acrylic and ink on paper recording the times 
and dates of the 274 photos taken in an attempt to capture a clear 
shot of the San Gabriel Mountains unobscured by smog, clock, 
marbleized wood. 17" x 17“ x 3". Collection of the Department of 
Art History and the Visual Arts, Occidental College, Los Angeles.

ENCYCLOPEDIA PERSON A m ap
The n o rth (e a s te r ly )  ro u te  of Abeles' pilgrimage from downtown 
Los Angeles to the San Gabriel Mountains.

I w anted to see how  close I’d have to be to get a clear 
pho to  o f  the W edge. As it tu rn ed  out, I had to  be at the 
foot o f  the m ountain. I walked as the crow  flies, six
teen and a h a lf  m iles in a direct northeasterly  route. 
And so, if  I had to cut th rough  yards and houses, I 
som etim es knocked on the door to ask perm ission. I 
clim bed barb w ire fences, fell dow n dusty cliffs, 
under freeways, and past dogs barking and grabbing 
m y pants. Kids followed after m e as i f  I w ere the 
Piper, and in o ther neighborhoods they told m e I 
w asn’t safe walking alone. I saw a couple having sex 
reflected in a m irro r and a friend’s painting hanging 
on a wall. By the tim e I was finished, I had walked for

about ten  hours. I w asn’t  in  good shape. I d idn’t do 
this after an athletic fitness program , plus I was a 
chain sm oker at the tim e. By the tim e I got to the 
m ountain , I looked like I’d been trashed. M y glasses 
w ere broken, m y hair was full o f  bram bles and th is
tles. I had been bitten  by red ants at one poin t w hen 
I sat on  an an t hill. I was literally a mess, pants torn 
and dirty, cuts and blood everywhere. I never took a 
photo  o f  m yself in  that condition. T hat w asn’t the 
point, though  the tale is w o rth  telling.

T H E  M O U N T A I N  W E D G E  W AS N O T  
C L E A R L Y  V ISIB L E  U N T IL  I S T O O D  A T  
ITS BASE.
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PRESIDENTS, UNITED STATES. See Sm o g  C o l 
l e c t o r  (Presidential Commemorative Smog Plates).

PUBLIC PROJECTS AND COLLABORATIONS. See
a ls o  C o l l e c t iv e  D iary: D e d ic a t e d  t o  P e o p l e  W it h  
AIDS (H IV /A ID S Tarot); S m o g  C o l l e c t o r  (On Site 
Smog Collector Sculpture Project).

Public Commissions

Secretary o f State/State Archives Building— The 
Constitution W all. In 1990, artist team  m em bers 
Abeles, Paul Kos, M ike M andel, Lisa Scheer, and 
Larry Sultan w ere selected through the C alifornia 
Arts C ouncil to  collaborate w ith  the arch itecture firm  
Esherick, Hornsey, Dodge and Davis (San Francisco) 
to create design enhancem ents for the new  Secretary 
o f  S tate/State Archive B uilding in Sacram ento, CA. 
Art plan consultants Suzanne H ellm uth  and Jock 
Reynolds laid the preparatory groundw ork  for the art 
team ’s involvem ent w ith  the institutions.

T h e team  chose to w ork w ith  text from  the C alifor
nia C onstitu tion , specifically the first four sections 
addressing individual rights. T his text is appropriate 
because o f  the broad relevance o f  its m eaning and 
because it is significant to both  the State Archives and 
the Offices o f  the Secretary o f  State as a political and 
historical docum ent. Particular w ords and phrases 
w ere selected and, while the body o f  the text was 
rem oved, the selected w ords rem ain in the ir original 
position and relationship to each other. T his selected 
text will be located on the six-story Archives stack 
wall scaled to extend over its en tire height and length.

T h e  lettering will be done in such a way to  create an 
integrated effect w ith  the mass o f  the wall. T his will 
give the appearance that, rather than  being attached 
later to the wall surface, the text will be perceived as 
part o f  the mass o f  the Archives itself.

T h e m ultivalen t quality o f  m eanings o f  these 
phrases w ould  result from  the changing visibility o f 
certain areas due to  light source shifts and viewer 
location. T he com plete texts o f  these C onstitutional 
sections will be located th roug hou t the courtyard and 
at o ther vantage points.

M IK E  M A N D E L  a n d  L A R R Y  S U L T A N  a r t i s t  team  
m e m b e rs  fo r  T h e  C o n s ti tu tio n  W all, S e c re ta ry  o f S ta te / 

S ta te  A rch iv es  B u ild in g , S a c ra m e n to , CA.

PUBLIC PROJECTS AND COLLABORATIONS

p e r p e tu a te

A ll peop le
d e fen d in g a c q u ir in g  p r o te c tin g p u rs u in g obtainjbag

h a p p in e ss
p r iv a c y

L ib e rty E v e ry  p e rso n speak

re sp o n s ib le

instruct
assemble petition

p re s s
th e  r ig h t

r e p re se n ta tiv e s redress free ly
com m on  good

C o nsc ience
w ith o u t d is c r im in a tio n

p e a c e  o r  s a fe ty la w

A p e rso n

A rtis t te a m  m em bers  
A b e le s , P a u l K o s, 
M ik e  M a n d e l,  Lisa  
S c h e e r, a n d  L a r ry  
S u lta n .  P re lim in a ry  
study fo r The Constitu
tion Wall developed for 
the Secretary of State/ 
State Archives Building, 
Sacramento. Develop
ment funding was pro
vided through the Cali
fornia Arts Council.

CONSTITUTION

S T A T E  of CALIFORNIA
■M ,

y/jr.- csW**- i.

C a lifo rn ia  S ta te  A rch iv es
Firs t p a g e  o f  th e  C a lifo rn ia  C o n s titu tio n , Declaration of 
Rights. Adopted by the people on May 7, 1879.
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K N O W LE B G
M I S A S O M  H M A G M A T M M  M E M O M Y

Religion Social Science* Uingoage Pore Sciences

P re lim a ry  d ra w in g s  fo r  Books Based on th e  D iv is ion s  o f  th e  D ew ey D ec im a l System, to be placed in the Panorama City Library. 
The mixed media books w ill be housed in the Entry Wall o f Knowledge with the ten categories etched in glass on both sides of the case. 
The words "Reason, Imagination, and Memory" and "Knowledge" are incised in cast concrete, with the latter cutting entirely through the 
wall surface to the opposite side. This project is funded by the Los Angeles Library Department and administered by the Los Angeles Cultural 
Affairs Department.

Panoram a C ity L ib ra ry . Abeles was selected 
th rough  the Los Angeles C ultural Affairs D epart
m en t as artist on  the design team  for the Panoram a 
C ity Library designed by architect Bing Yeh and the 
firm  Reibsam en, N ickels & Rex Architects. Abeles’ 
con tribu tion  is based on the function  o f  the Dewey 
D ecim al System ’s organization o f  library books. 
W orking closely w ith  Y eh’s concept for the build ing 
itself, Abeles’ integrated artworks w ere inspired by 
the ten divisions o f  the system in addition to the 
orig inal th ree  d ivisions o f  K now ledge: Reason, 
Im agination, and M em ory.

T h e  prim ary artworks for the library will include 
the Entry Wall o f Knowledge (see illustration), and 
Literary Lanterns placed w ith in  the center co lum ns o f  
the m ain reading area. T h e Lantern doors will be 
created from  laser-cut metal w ith  illum inated images 
and text depicting international w riters selected by 
the com m unity.

A rtw o rk  by W o rld  N ew s  a rtis ts  (left to right) Joyce Dallal, 
Stephanie Sydney, and Nancy Buchanan was exhibited at the 
Muckenthaier Cultural Center, Fullerton, CA. Buchanan's inter
active com puter art in hypercard enabled the view er to 
move into levels of information and images pertaining to the 
Gulf War and the politics and realities behind it. The exhibition 
included sixty-six artists and writers, with first venues beginning 
in February 1991 at the Onyx Cafe, Los Angeles, and Beyond 
Baroque, Venice, CA. M ich ae l Q u in n , M.O. P h o to g ra p h y

Exhibitions

W orld  News: Artists Respond to International 

Events was organized by Abeles, Barbara Benish, and 
D eborah F. Lawrence w ith in  weeks after the U n ited  
States invasion o f  the Persian Gulf. T he first venue 
for the exhibition, in February 1991 at the O nyx Cafe 
in Los Angeles, developed from  a need to make 
private voices public am id a m edia fixation on yellow 
ribbons and patriotism . A dding to the original tw enty 
artists and w riters, o ther artists b rought paintings 
rolled up und er their arm s or called by phone to get 
involved. N um erou s view points could be seen, en 
couraging the viewer to avoid generalized assum p
tions about art events.
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Artists from  a range o f  backgrounds participated 
in the exhibition: an anonym ous G u lf  W ar soldier, 
a K urdish refugee w ho lives in  Los Angeles, children 
o f  Inner-C ity  Arts, and V ietnam  veterans. Aesthetic 
approaches toward the subject ranged from  figur
ative paintings by Suzanne U n re in  and Jose Lozano 
to com puter-generated art by C onnie  Samaras and 
Karen A tkinson. T he extensive num ber o f  artists and 
w riters participating in World News enabled an opp or
tun ity  to present m any o f  the num erous issues related 
to  and em phasized by the advent o f  war.

World News had an extended venue at Beyond 
Baroque in Venice, CA w here the organizers rotated

D av id  F a m ilian
D e ta il o f W a r S tories (Peace in  Progress). 1991-93. Altered 
folding table, soundtrack of telephone responses to the question: 
"What comes to your mind most when you th ink about the Gulf 
War?" asked of random people from the upper left- and right-hand 
corners of the Los Angeles telephone directory, mementos of war, 
excerpts from the Constitution, astroturf, fabric, 56" x 72" x 70.

the artw ork on the walls several tim es in o rder to in 
clude the grow ing num b er o f  individuals. Readings 
by poets, such as Will Alexander and Charles Cam eron, 
became a vehicle to enable discussion. By the tim e the 
exhibit traveled to the M uckenthaler C ultural C enter 
in Fullerton, CA, sixty-six creative people partici
pated. At this site, the first catalogue, w hich had been 
a low-budget, heart-in -hand effort, was supplem ented 
by a publication funded by the M uckenthaler and

created in a fifty -hour com puter and fastfood m ara
thon at Chaffey College by Randy Gavazzo and Abeles. 
T he catalogue includes an essay by Paul Von Blum  
and a com m entary  on the history o f  the G u lfW ar by 
Z uhd i Sardar, along w ith  artw ork or w riting by each 
participant. See also A b e l e s  (Chronology: 1991).
Suggested Reading:

Sardar, Z uh d i and Paul V on B lum , essayists. World New s—Artists 
Respond to World Events. E xhibition C atalogue. F ullerton , CA: 
M uckenthaler C ultu ra l C enter, 1992.

Smog: A M a tte r o f Life and B reath. W orking 
w ith  Senior C urato r Edw ard W. Earle and the staff o f  
the California M useum  o f  Photography, U niversity  
o f  C alifornia R iverside, Abeles was G uest C urator 
for the exhibition Smog: A  Matter o f Life and Breath in 
1992. T h e  exhibition brough t together scientists 
from  the Statewide Air Pollu tion  Research Labora
tory  w ith  artists to create w orks about smog. The 
m ulti-m edia  exhibition included artworks by Abeles, 
Jerry  Burchfield, C heri Gaulke, Susan Joseph, Sant 
Subagh K. Khalsa, V ic to r L andw eber, M ichael 
Barton M iller, Sheila Pinkel, and Susan Silton, w ith 
exhibition design by Kevin Jo h n  Boyle. T he Solar 
E lectric C om pany o f  Santa Rosa and the Am erican 
H ydrogen Association in conj unction w ith  the A m eri
can Lung Association displayed alternative au tom o
biles. Viewers offered the ir ow n inform ation and 
com m ents on  a bulle tin  board w ith in  the exhibition. 
O n -site  Smog Collectors, suspended in fron t o f  the

PUBLIC PROJECTS AND COLLABORATIONS

M ich ae l M iller
Dr. B ria n  M u d d , Director of the Statewide A ir Pollution Research 
Laboratory, during a television interview in conjunction with the 
exhibition Smog: A M atter o f Life and Breath at the California 
Museum of Photography. Also seen is Michael M iller's odorous 
installation, Vintage American Effluents, including bottles of ex
haust-infused gauze that viewers can "sample," and photographs 
of vintage automobiles named after Native American people, for 
example, Apache, Cherokee, and Comanche.
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a bulletin  board w ith in  the exhibition. O n -site  Smog 
Collectors, suspended in front o f  the m useum  and 
collecting sm og’s particulate m atter, encouraged pe
destrians to  visit the exhibition.

D irector Dr. Brian 
M udd o f  the Statewide 
Air Pollution Research 
L ab o ra to ry  an d  h is  
s ta f f  w e re  invo lv ed  
w ith  the interdiscipli
nary approach to the 
exhibit. At the exhibi
tion, ozone detection 
equipm ent becam e ki
netic sculpture m ea
suring ozone levels and 
gathering experim en
tal data for com pari
son o f  ozone levels in 
side and outside o f  the 
m useum . O n  the M ez
zanine balcony, U C R  
re s e a rc h  s c ie n tis ts  
Patrick  M cC ool and 
G eorge Riechers con
ducted an active experim ent show ing the effects o f  
pollu ted air on  plant-life. T w o greenhouse cham bers 
created differing environm ents, one w ith  the existing 
air, the o ther w ith  clean, filtered air. See Sm o g .

RHOADS, THOMAS. Executive D irector o f  the 
Santa M onica M useum  o f  Art. See D ir e c t o r 's F o r e 
w o r d  (p . 7 ).

RITUALS AND "PERFORMED" ART. See B o o k 
w o r k s  (ExperimentforMyself as Other); K im o n o s  (Ritual 

for Instinctual Return); S h r in e s  (She Said I  Thought o f 
You I  Said; Experiment to Identify Change; The Great 
Periodic Migration); P il g r im a g e  t o  t h e  W e d g e ; O b- 
ser v a t o r y / T  e r r it o r y .

ROSEN, FLORENCE. A rt is t .  See L o n g  E x p o s u r e s  
(A n  A r t is t  in  H e r  L a t e r  Y e a r s ).

ROSENBERG, ETHEL AND JULIUS. Am erican 
couple w ho w ere executed by the U .S. governm ent 
during M cC arthyism ’s scapegoating and blacklisting 
in the 1950s. See B io g r a p h ic a l  P o r t r a it s  (O T H E R  
[In Memory o f Ethel and Julius Rosenberg]).

SANTA M ONICA MUSEUM OF ART. Incorpo
rated in 1985 in Santa M onica, California. Organizers 
o f  the exhibition, Kim Abeles: Encyclopedia Persona, A  
Fifteen-Year Survey. T he  Santa M onica M useum  o f  
Art organizes and presents exhibitions o f  con tem po
rary art to a regional and national audience. C o m m it
ted to fostering appreciation for contem porary art 
and ideas, the M useum ’s program  consists o f  exhibi
tions and installations, educational outreach pro

PUBLIC PROJECTS AND COLLABORATIONS grams, and ongoing lecture series. Since the incep
tion o f  program m ing in 1988, the w ork  o f 400 artists 
has been shown. T he program , bo th  m ultidisciplinary 
and international in scope, is presented in a landm ark 
build ing on the site o f  the Edgem ar complex.

SHRINES (1 9 8 2 -8 3 ). Aspects o f  hum an behavior 
w hich I observe or investigate are developed in a 
series o f  shrines as a unification o f  painting and 
sculpture in w hich surro und ing  structures becom e 
an integral part o f  the personification or describe its 
spirit. In  its m ost literal sense, these are structures I 
build  to physically en ter and use for a period o f  time. 
T hus the contraption  and accum ulated experience 
becom e the sculpture.

M uch o f  m y sculpture is developed th rough  read
ing, bo th  fiction and non-fiction; I view m y w ork  as 
an opportun ity  to investigate ideas outside o f  art, 
translating facts and heresay in to  a visual dialogue. I 
deal w ith  the principles and im plications o f  daily 
w ork  and life, especially repetitive tasks: rituals that 
are self-created or inherited  th rough  cu lture and the

D av id  F a m ilian
Experim ent to Id e n tify  Change. 1983. Camera, plaster mold of 
hands, photographic transparencies, wood, metal, stucco, canvas, 
73" x 63" x 52". Collection of Art Resources Transfer, Inc.

J a y  R acz fo r T h e  P ress -E n te r p r is e
UCR re sea rch  s c ie n tis t Patrick 
McCool standing among green
house chambers as recreated at 
the California Museum of Photog
raphy to show the effects of pol
luted a ir on plantlife.
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The o r ig in a l p h o to g ra p h s  taken for Experiment to Identify 
Change lined the jail cell floor for an installation at Social and 
Public Arts Resource Center (SPARC) in 1985.

relationship o f  the individual to the social m echa
nism . T hese are principles incorporated in the pro
cesses o f  the m edia that I select as well as the issues 
w ith  w hich I am  concerned.

M y w ork  and creative processes are an accum ula
tion  o f  visual layering and details w hich unravel 
through inspection and rewoven by the fu rther sto
ries o f  viewers. T his tim e elem ent w hich I strive to 
create is the “continuous p resen t,” as G ertrude Stein 
called it.

Experiment to Identify  Change is a sculptural 
pho to-contrap tion  created to  com pare changes in 
palm -lines o f  the hands during  a five-m onth span. 
See B a r n e s , L u c in d a ; B o o k w o r k s  (Experiment to Iden
tify Change).

Smoke Box responds to the extensive razing o f  
historical architecture in  urban areas th roug hou t the 
U .S. T he com m on practice o f  replacing heritage w ith  
pre-fab buildings and shopping malls severs ou r nec

essary connections w ith  the past. T his m em ory loss is 
sim ilar to the destruction  and censorship o f  books 
and o ther artform s or the cu rren t collapse o f  educa
tional institutions.

Smoke Box contains photographic transfers on fab
ric o f  the goddess-faced, m arble sphinxes located at 
the top o f  the stairs o f  the Los Angeles Central 
Library, guarding the books that filled its mahogany 
shelves. T h e extraordinary dow ntow n library, w hich 
first opened to the public in 1926, served as the 
prim ary hom e for m y research. Architect Bertram  
G rosvenor G o odhue’s philosophical understanding 
o f  art integrated w ith  architecture inspired a building 
o f  great pleasure and beauty. It was a place o f  natural 
linkage for past and present because o f  its historical 
m urals, classical sculpture, elegant fixtures, the grand-

SHRINES

One o f scu lp to r Lee Lawrie's goddess-faced sphinxes located at 
the Los Angeles Central Library. Her book is inscribed with Plutarch's 
quotation in greek stating, "I am all that was, and is, and is to be, 
and no man hath lifted my veil."

ness o f  its architecture, and the extensive contents 
w hich it housed. Smoke Box (1983), w ith  its images o f  
a build ing’s dem olition  created w ith  sm oke on the 
glass surfaces, its pile o f  ashes, and its succinct quota
tion  by M ilan K undera referencing disconnections 
w ith  the past, u ltim ately becam e a m orose om en o f 
the arson fire that destroyed and m aim ed m uch o f  the 
C entral Library in 1987. T h e Los Angeles Central 
Library is scheduled to reopen in the Fall o f  1993 af
ter extensive reconstruction  and both  architectural 
and artistic developm ent.
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Smoke Box. 1983. Smoke drawings on plexiglass, ashes, 
photo transfers of Los Angeles Library on fabric, photo
graphic transparencies of newspaper articles showing 
buildings to be torn down, Milan Kundera quote from The 
Book o f Laughter and Forgetting, wood, metal, 74" x 30" x 
15". Collection of Greg and Kristen Escalante, Naples, CA.

“Tim e in Kafka’s novel is the time o f a humanity 
that has lost all continuity with humanity, o f a 
humanity that no longer knows anything nor 
remembers anything, that lives in nameless cities 
with nameless streets or streets with names differ
ent from  the ones they had yesterday, because a 
name means continuity with the past and people 
without a past are people without a name.”
— M ilan Kundera. The Book o f Laughter and Forget
ting. New York: A lfred A. Knopf, 1980.

O ne o f th e  sten
cils used to create 
the smoke images 
on plexiglass for 
Smoke Box.

D av id  F am ilian
The G rea t P eriod ic  M ig ra tio n . 1983. Cicadas, smoke "wings" on 
plexiglass, acrylic on canvas, wood, 72" x 30" x 11". Collection of 
Dr. and Mrs. Steve Simons, Santa Monica, CA.
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SHRINES

ENCYCLOPEDIA PERSON A m ap
M ap sh o w in g  lo c a tio n s  o f b ro o d s  of cicadas that emerge every 13 or 1 7 years in the Midwest.

The Great Periodic M ig ra tion . In 1982, a brood o f  
the 17-year cicada em erged from  the roots o f  trees, 
show ering in  m ultitudes u po n  the M idwest.

Cicadas com e forth  every 13 o r 17 years, and w hen 
they are ready to appear, they do so w ith  gusto. T hey 
are no t locusts, bu t fly in sim ilar masses. Yet am id the 
visual chaos, the cicadas sing in  absolute unison. Like 
H o u d in i’s box, som eth ing  appears from  nothing.

Los Angeles is like that em ergence, that great m i
gration from  the root. At 2 A.M ., the only sound in 
the city is that o f  the street cleaner’s massive brushes. 
As steadily as the light, the sound m ounts: by 9 A.M. 
no one could th in k  it has been any other way. T he 
parking lot rests vacantly. In  a w hoosh, the tiny  cars 
below  pile into position.

Im perial Shoeshine. For three years I have passed 
by the shoeshine stand betw een Second and Broad
way, a portable structure  housing the business o f  two 
m en. It is the one m an w ho particularly intrigues me, 
because the o ther one w o u ldn ’t acknowledge m e, and 
he only spoke w ith  m e w hen I asked them  to  save the

D av id  F am ilian
D e ta il o f The G re a t P e rio d ic  M ig ra tio n .  The "wings" for the 
cicada shells that hover above the painting are made of smoke 
stencilled onto plexiglass.
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em pty, shoe wax tins for a sculpture about the ir stand. 
T he first m an thought that the tins w ould  look real 
nice, yea, tha t’ll look real nice. And it was the o ther 
man, the quiet one, w ho ultim ately saved the cans for 
me. I’ve heard w onderful and uncensored stories 
there, and I’ve grow n so attached to the site that on  a

“bad” day I avoid it 
by walking th rough  
a back lot. W hen 
they are busy w ith  a 
custom er, we have 
an understood pact 
to ignore each other. 
T h e custom er sits 
on  the throne, u su 
ally w ith  a new spa
per. O nce I heard a 
w om an insist that, 
rather than leaving 
her spare shoes, she 
w a n te d  to  s it up  
there. She seem ed 
p ro u d  an d  d e 
lighted. O n  one oc
casion, I spoke very 
closely to the first 
m an so that I could 
peek in to  the in te

rior. T he p in-ups glowed tow ard m e from  the inner 
walls. As I selected the photographs o f  w om en for the 
sculpture, I scrutinized them  w ith  care. T hey  covered 
the studio and I was seduced, bu t prim arily I was the 
M adam. T hey  w ere “m y girls” and I chose them  as the 
best. T he m an w ho plated the shoes said that shoeshine 
stands used to be on the seedy sides o f  tow n, and now, 
farther dow n on Broadway, w om en w ith  large bo 
som s are shining shoes w ith  great success. M y stepfa
ther used to shine his shoes every day, opening a 
m ysterious box containing brushes m ade o f  hair. 
T he best shine is a bronze shine (the shoe-shine m an 
agreed); baby shoes, jogg ing shoes, cowboy boots, 
high heels, or w ing-tips bronzed as trophies and 
capturing spans o f  time.

SHRINES

Im p e r ia l S hoeshine. 1982. Bronze- 
plated wingtips, brushes, shoe wax tins, 
"g ir lie "  magazine photo transfers, 
wood, metal, acrylic, enamel, canvas, 
plexiglass, chiffon, 73" x 52" x 34". 
Collection of Laguna Art Museum, La
guna Beach, CA; Gift of Art Resources 
Transfer, Inc. C h ris  B liss

She Said I Found This Sparrow  and Thought of 
You I Said. O n  Sunday, D oni called to tell me that she 
found a dead sparrow  in her backyard. She thou gh t o f  
me. She said she w ould  leave it on  the outside shelfby 
the fron t door so I could pick it up later.

I waited until the next day, and for a week I drove 
around w ith  the dead bird on the backseat o f  the car. 
A fisherm an in England once told m e how  to raise 
maggots for bait, so I knew  that by N ature , m y days 
w ere num bered. I f  a sparrow  m ust die, it is a lucky 
find. B ut to  preserve the sparrow  is another m atter.

I called two taxiderm ists. T he first said that he 
d idn ’t have anyone w ork ing for him  w ho could s tu ff 
som eth ing so small— the smallest he could s tu ff was 
a quail— and he was a busy m an— he d id n ’t have tim e 
for all these questions. T he second taxiderm ist said 
that singing birds are protected. You need a special 
license to preserve such birds. W ho knows how  a 
sparrow  was REALLY killed, after all? As an alterna
tive, he suggested rubbing alcohol or form aldehyde. 
You can look at it th rough  the glass ja r, he said.

I gingerly picked up the sparrow  and returned  it to

ENCYCLOPEDIA PERSO N A  m ap
Location  o f th e  shoeshine stand 
(razed in 1986) at Second and Broad
way in downtown Los Angeles.

ENCYCLOPEDIA PERSO N A  m ap
Location  o f th e  shoeshine stand 
(razed in 1986) at Second and Broad
way in downtown Los Angeles.
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The s p a rro w  d ry in g  in its chamber overlooking Broadway in 
downtown Los Angeles.

the tabletop. I though t to crem ate the bird in a solem n 
ritual, bu t I im agined it roasting on the hibachi, 
w rapped in  foil, looking like a small baked chicken 
and finally cleaning o ff the bones. I thou gh t to  simply 
bury the bird and forget this use o f  life (in death) for 
the sake o f  art and experience. I w ould  have liked to 
m erely save the bird as it was.

I built a small fram ew ork o u t o f  w ood w hich was 
slightly larger than the bird. At the center, I stretched 
a sheer piece o f  fabric like a tau t ham m ock. T he 
fram ew ork was surrounded  by m ore fabric causing it 
to look like a cerem onial bed. I placed the sparrow  
inside, resting upon the ham m ock. T he sheer box ex
tended ou t o f  the studio w indow  as the city sprawled 
im m ensely below. F rom  the street corner below, you 
could look up and see it as a small, magical box. T here  
is sorrow  in that box, and N a tu re  will take its task.

And th rough  this span o f  tim e, I considered the 
significance o f  the sparrow. I thought about its m ean
ing. U p o n  looking ou t the window , it becam e appar
en t that the sparrow  was so m uch  like ourselves; the 
significance and sim ultaneous insignificance o f  each 
o f  us, the im portance o f  the part and the im portance 
o f  the w hole. Even the perspective from  m y studio 
to the streets below  caused the people to becom e the 
size o f  the sparrow  and this created an odd com pari
son. O n e day I w ent to the library to look in B artlett’s 
Familiar Quotations', under “sparrow ” was a long list o f  
quotations w hich I w rote dow n. T h e ancient Greeks 
spoke o f  the “fall o f  the sparrow ,” and I believe that 
the m etaphor I felt was also reflected in the m any 
passages I read.

D e ta il o f She Said I Found This Sparrow and Thought o f You I Said.

She S a id  I Found This S p a rro w  a n d  Though t o f  You I Said.
1982. Dried sparrow, book of repeated bird image, photograph, 
feathers, wood, metal, fabric, 56" x 34" x 18". Collection of Art 
Resources Transfer, Inc.



SMOG

SMOG. See P il g r im a g e  t o  t h e  W e d g e ; T h e  S m o g  
C o l l e c t o r ; P u b l ic  P r o je c t s  a n d  C o l l a b o r a t io n s  
(Exhibitions [Smog: A  Matter o f Life and Breath])' 
A b e le s  (Chronology: Sixty Days o f Los Angeles Sky  
Patch [View to the East], p. 22). See also S h r in e s  (The 
Great Periodic Migration).

SMOG COLLECTOR, THE. T h e London G lobe p rin t
ed a new  w ord , “Sm og,” coined in a speech at the 1905 
Public H ealth  Congress. T hey  considered it a public 
service to describe this phenom enon. E ighty-eight 
years later we possess, yet avoid using, the technology 
to  correct 95% o f  the po llu tion  legacy.

T h e Smog Collectors m aterialize the reality o f  the air 
we breathe. T hey  achieve their potency m ost effec
tively w hen the image contradicts their substance. 
T hus, m y process is a private retaliation broug h t to 
public attention.

I place stencil images on transparent or opaque 
materials, then  leave these on the ro o f o f  m y studio 
and let the particulate m atter in the heavy air fall upon 
them . W hen the stencil is rem oved, the images reveal 
themselves. T o  quote a stranger, they are "footprints 
o f  the sky". Since the w orst in our air can’t be seen, 
Smog Collectors are b o th  literal and m etaphoric depic
tions o f  the cu rren t conditions o f  our life source. 
T hey  are rem inders o f  ou r industrial decisions: the 
road we took that seem ed so m odern. See also S m o g .

B en  B lack w ell
Forty  Days a n d  Forty  N ig h ts  o f Sm og (Forty  Days o f  Sm og).
1991. Particulate matter (smog) on plexiglass, auto mufflers, 
detritus, chiffon, wood, 31 -1 /2 " x 30" x 56". Installation view at the 
California College of Arts and Crafts, Oakland, CA.

Smog C ollectors  a re  c re a te d  by cut
ting stencil images on transparent or 
opaque materials, then exposing them to 
the particulate matter (smog) in the pol
luted environment for time periods rang
ing from four to sixty days. When the 
stencils are removed, the images made 
of smog are revealed. Abeles created the 
first Smog Collector in 1987, though she 
did not develop the series until 1990.
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THE SMOG COLLECTOR

Smog Facts

Cars and other com bustion  vehicles cause about 
70% o f  today’s air pollution.

Industrial, residential, and m obile sources pour 
tons o f  pollu tants in to  the atm osphere each day. 
T hese include oxides o f  nitrogen and sulfur, particu
late m atter, carbon m onoxide, and reactive organic 
gases.

Since the Sm og C heck Program  began in 1984, it 
has reduced harm ful auto em issions by m ore than 
18% and is con tinu ing  to w ork  tow ard a 25% em is
sions reduction  goal.

A w ell-tuned  and properly operated car engine can 
reduce sm oke and soot by 20 to 40%.

Public transportation and ridesharing can help lim it 
bo th  sm og and freeway "headaches".

Environmental Tips fo r Your Car

M aintain your car’s em ission-contro l equipm ent. 
T his includes keeping your air filters clean and coop
erating w ith  the State’s Sm og C heck  Program .

Drive lightly (extra w eight reduces fuel econom y).
Avoid full th ro ttle  driving and ab rup t acceleration.
D o n ’t let your car idle for m ore than two m inutes 

(it takes less gas to restart your car).
N ever top o ff  your tank! D o n ’t force additional 

am ounts o f  gas into your tank w hen filling up, as this 
can cause gas spillage. Gasoline itself is another source 
o f  smog, containing pollu tants like benzene.

W atch your mileage. I f  th e re’s a sudden drop in 
m ileage, tha t’s a red flag to get your car checked!

M inim ize air conditioner use, w hich can low er gas 
efficiency by as m uch  as 3 miles per gallon in the city.

The W o n de r Books (Forty  Days o f  Sm og), "Great Engineers and Engineer
ing". 1991. Particulate matter (smog) on altered book, 9" x 1" x 6-1/2". 
Collection of Stuart and Niraj Katz, Laguna Beach, CA.

The W o n d e r Books (F o rty  Days o f  
Sm og), "Great Achievements in Industry". 
1991. Particulate matter (smog) on altered 
book, 9" x 1" x 6-1/2". Collection of Greg 
and Kristen Escalante, Naples, CA.

The W o n d e r Books (F o rty  D ays o f  
Sm og), "The Outline of Modern History". 
1991. Particulate matter (smog) on a l
tered book, 9" x 1" x 6-1/2". Collection of 
Kristen Paulson, San Francisco, CA.
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U se radial tires and keep your tires inflated to the 
top o f  the pressure range stam ped on the tire for 
m axim um  fuel efficiency. (Radial tires can im prove 
gas mileage from  3 to 7% over conventional bias-ply 
tires).

Recycle your car’s oil. Have your oil changed at a 
service station that recycles used m oto r oil or recycle 
it yourself by taking it to a recycling center.

Look for leaks. Each day check your driveway for 
spots; any drippings are a visual red flag.

D o n ’t bu rn  oil. Ify o u r car is b u rn in g  oil, it will em it 
a blue o r w hite/blue color from  the tail pipe.

SMOG FACTS AN D EN V IRO N M EN TA L T IPS  FO R  YOUR CAR 
a re  re p r in te d  c o u r te s y  C a lifo rn ia  B u re a u  o f  A u to m o tiv e  

R ep a ir, D e p a r tm e n t  o f  C o n su m e r  A ffa ir s .

Suggested Reading:

Palm er, T im , Ed. California’s Threatened Environment: Restoring the 
Dream. W ashington D .C .: Island Press, 1993.
T reePeople w ith  Andy and Katie Lipkis. The Sim ple Act o f Planting 
a T r e e -A  C itizen Forester’s G uide to Healing Your Neighborhood, Your 
City, and Your World. Los Angeles: Jerem y P. T archer, Inc., 1990.

THE SMOG COLLECTOR

D e ta il o f P ilg rim a g e  to  th e  W edge  (O ne M o n th  o f  Sm og).
1990. Particulate matter (smog) on plexiglass, text describing 
Abeles' 16-1/2 mile journey from downtown Los Angeles to the 
San Gabriel Mountains on the day of a first-stage smog alert, 75" 
x48"x2". Collection of Lisa Coscino Nickerson and Scott Nickerson, 
Woodland Hills, CA.

S m o g  C lo c k  (T h ir ty  
Days o f  Sm og). 1992. 
Particulate matter (smog) 
on glass face of clock, 
currency, a cry lic , 10" 
diameter. D av id  F am ilian

The following toll-free telephone numbers for the 
Los Angeles area can supply you with details 
about environmental problems and solutions. For 
similar information in other areas, contact your 
A ir Pollution Control District office under Gov
ernment Pages in your telephone directory.
I f  you see a sm oking vehicle o r need to 
m ake a com plain t about factory em issions, 
call: 1-800-C U T-S M O G

Sm og C heck Inform ation: 
Z o e 's  H ig h c h a ir  (F o rty  Days o f  Sm og). 1991. Particulate mat- 1 -8 0 0 -9 5 2 -5 2 1 0

ter (smog) on plexiglass, acrylic on altered chair, 45" x 15“ x 19". Public T ransporta tion ’
1 -8 0 0 -2 5 2 -7 4 3 3

Carpool & Vanpool: 
2 1 3 -3 8 0-R ID E
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THE SMOG COLLECTOR

Forty  Days a n d  Forty  N ig h ts  (Forty  Days o f  Sm og). 1991. 
Particulate matter (smog) on plexiglass with black and white 
photograph of factory located behind artist's studio, 17" x 21". 
Collection of Robert Zingg, Huntington Beach, CA.

Presidential Commemorative Smog Plates
are portraits o f  U .S. Presidents from  
M cKinley to  Bush created from  par
ticulate m atter in the pollu ted air.
T he dinnerplates, covered w ith  
stencils, were placed on a roof
top for varying lengths o f  tim e 
depending on the extent o f  a 
P residen t’s violation or apa
thy toward the distressed en
v ironm ent. U p o n  removal 
o f  the stencil, the Presidents’ 
visages in sm og are revealed, 
accom panied by their histori
cal quotes about the environ
m ent and business.

M cK inley becam e the appropri
ate starting poin t because his presi
dency occurred w h en  two autom otive fac
tories w ere run n in g  full production  in D etro it, thus 
m arking a lifestyle and transportation m ode w hich 
curren tly  causes 70% o f  our air pollu tion. Also appro
priate for the form at o f  com m em orative plates, 
M cKinley was the first presiden t to be packaged and 
sold to the A m erican public.

Apathy and ignorance m ark Reagan, Bush, and

T aft as the darkest sm og collections. Ronald Reagan 
was notorious for his erroneous com m ents about the 
en v ironm en t and apparently co u ldn’t  decide if  prob
lem s existed. George B ush viewed h im self as “T he 
E nvironm ental Presiden t,” yet held a contradictory 
record o f  effort and global cooperation. W illiam Taft 
vowed to follow  in the relatively p ro-environm ental 
footsteps o f  T heod ore Roosevelt, b u t nestled in the 
hands ofb ig  business shortly after his election. H erbert 
H oover’s cam paign prom ised “A chicken in every pot 
and a car in  every garage.” (Thanks a lot).

T h e U n ited  States has never had a President com 
bining strength w ith  the insight to lead an energetic 
m ovem ent to  restore o u r natural resources. Jam es 
C arter and bo th  o f  the Roosevelts, however, made 
efforts tow ard a better environm ent. C onsequently, 

though portrayed in smog, they appear w ith 
the  palest p o llu tio n .T h e  rem ain ing  

Presidents in the series range in a 
relative scale o f  gray particulate. 

T heir golden quotes reveal their 
attitudes tow ard com petitive 

business and their blinders 
h iding the realities o f  the 
skies. D w ight E isenhow er 
reflects the 50s enthusiasm  
for industrial progress, that 
era w hen factory em issions 

w ere idealized as p ink  puffy 
c u m u lo u s  c lo u d s  f ro m  

sm o k e s ta c k s . C o n v e rse ly , 
W oodrow  W ilson’s 1913 Inau

gural Address haunts as a dark ser
m on w arn ing o f  o u r industrial path 

and its effects. In  January  1970, R ichard 
N ix o n ’s dram atic speech about restoring the envi
ro nm ent was designed as a distraction from  unrest on 
college campuses. L y n do n joh nso n ’s attitude, indica
tive o f  m any o f  our leaders, heralds “baring the secrets 
o f  na ture ,” b u t fails to  grip the m eaning o f  his gesture 
that “the next [wo] m an to stand here will look ou t on 
a scene that is d ifferent from  our ow n.”

S e le c tio n s  fro m  Presi
den tia l Commemorative 
Smog Plates. 1992.17 por- 
tra its  o f U nited States 
Presidents from McKinley 
to Bush made of particu
late matter (smog) on por
celain plates with environ
ment and business quotes 
in gold enamel, 10-1/4" 
diameter each.
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THE SMOG COLLECTOR

D e ta il o f Smog C o lle c to r S cu lp tu re  (S ix ty  Days o f  Sm og)
gathering smog at California State University, Fullerton.

Sm og C ollectors  S cu lp tu re  (S ix ty  Days o f  Sm og), 1991-92. 
Welded vehicle exhaust systems, bilingual text, images made of 
particulate matter (smog) on plexiglass gathered at California 
State University, Fullerton. Funded by the California Bureau of 
Automotive Repair, Department of Consumer Affairs.

On-site Smog Collector Sculpture Project. In 1991, 
the C alifornia Bureau o f  A utom otive Repair, D epart
m en t o f  C o nsum er Affairs sponsored on-site Smog 
Collector Sculptures by Abeles as a un ique cam paign to 
inform  citizens about the Sm og C heck  Program  and 
facts about smog. M idway through the project, Feb
ruary 1992, the m edia’s support for the cam paign was 
said to be unprecedented , reaching 30 m illion people 
and a total dollar equivalent m edia value o f  close to $3 
million. T h e com pleted sculptures toured  to forty 
corporations and agencies during  1992, prim arily to 
encourage participation in rideshare program s and 
use o f  mass transit. In  1992, Abeles received a C lean 
Air Award from  the South C oast Air Q uality  M an
agem ent D istrict (A Q M D ) for this project.

T h e  Smog Collector Sculptures w ere created from  
recycled autom obile m ufflers and catalytic convert
ers, each holding a cu t stencil image on plexiglass. 
Placed in the environm ent, visitors to  the sites saw 
the accum ulation o f  particulate m atter deposited by 
the polluted air onto  the stencils. For each sculpture, 
Abeles created an accom panying inform ative “table” 
using visuals and text in English and Spanish to 
describe solutions for cleaner air. T he table displays 
w ere an effort to em pow er the audience w ith  facts 
and phone num bers for fu rther inform ation. After 
eight weeks, the stencils w ere rem oved from  each 
sculpture, revealing the images m ade o f  smog: lungs, 
heart, cityscape, artery system, tree, autom obile en
gine, and a wheel o f  walking legs.

Polls show  that 70% o f  the public thinks that air 
pollu tion  is a serious problem , yet few are w illing to 
make a change in the ir lifestyles. Public education

In fo rm a tiv e  " ta b le "  accompanying each Smog Collector Sculp
ture (Sixty Days o f Smog) while it was on-site gathering smog, and 
during the extensive tour o f the completed works to businesses and 
organizations throughout southern California.
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ZOE

EN CYCLOPEDIA PERSON A m ap

Sites fo r  th e  Smog C ollectors  
Sculp tures (S ix ty  Days o f  Smog).
Particulate matter (smog) was gath
ered on stencilled images at the 
following seven locations in South
ern California:

1. C a lifo rn ia  M useum  o f Science 
and  In d u stry , Los Angeles.

3. C a lifo rn ia  M useum  of 
P h o tography, R iverside.

4. C a lifo rn ia  State U n ive rs ity , 
F u lle rto n .

5. N orm a n  Feldheym  L ib ra ry , 
San B e rna rd in o .

6. C ab rillo  M a rin e  M useum ,
San Pedro.

7. Los A ngeles A rb ore tum , 
A rcad ia .

The educational project was funded 
by the California Bureau of Auto
motive Repair, Department o f Con
sumer Affairs. Completed sculptures 
then toured to forty businesses and 
organizations as part of the overall 
outreach program of the California 
Bureau of Automotive Repair.

experts have pondered ways to m otivate people to 
take action on an individual basis to reduce air po llu 
tion. B rochures, newspaper ads, radio and TV  com 
mercials (in com petition against the billions o f  dol
lars spent on consum ption oriented advertising) have 
been tried bu t rarely rouse people to action. Kim 
Abeles’ smog art is an extraordinary form  o f  co m m u 
nity education. By being so sim ple, yet carrying a 
strong message, it cuts over ethnic, education, and 
m onetary divides. T his useful mix o f  environm ent 
and art gives public education practitioners a bench
m ark to w ork from  in the effort to get the public to do 
m ore to fight smog. O n ly  by spurring people to action 
can we hope to clean up the air and stop the catastro
phe o f  global warm ing.

P A U L  V A N  D Y K E , P S  E N T E R P R I S E S  an
e n v iro n m e n ta l  p u b lic  re la t io n s  f irm  th a t  a s s is te d  in  th e  

p ro m o tio n  o f th e  e d u c a tio n a l p ro je c t  S m o g  C o llec tor  S cu lp tu r e s .

SOUBIROUS, ST. BERNADETTE. Visionary. See 
Im a g e  o f  St . B e r n a d e t t e .

SYSTEMS, REORDERED. See O b se r v a to r y / T e r 
r it o r y  (Logical Landscape; N ew  Kind o f Clock); F a c t  
F i c t io n  B o x e s  (A  Deduction).

TIME. Clocks. See K im o n o s  (Sweatshop Down the 
Hall and Sometimes I t’s Me); O b serv a to r y / T e r r it o r y  
(N ew  Kind o f Clock; Sumoon, Moosun, N ew  Moon, No 
Moon); L o n g  E x p o s u r e s  (A n  A r t is t  in  H e r  L a t er  
Y e a r s ); S m o g  C o l l e c t o r  (Smog Clock [Thirty Days o f 
Smog]).

Charting tim e. See K im o n o s  (Indexfor the Pluper
fect; Letters from Kosai); O b s e r v a t o r y / T e r r it o r y ; 
SliRiNEs(Experiment to Identify Change).

W OM EN. See all.
ZOE. W ise and lovely daughter. See A beles  (C hro

nology: 1988).
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KIMONOS, 1979-82 

Letters fro m  Kosai, 1979
10 years o f  correspondence from Kosai Kobari, sheer 
fabric, abalone buttons 
54"x 48"
Collection o f  Edith L. Rickey (Mrs. George Rickey),
East Chatham , NY
S lide . . . G a the r, 1981
Recycled clothing, satin/linen  fabric, metal pipe 
32' x 10' Garm ents: 52" x 31"
Collection o f  the artist
S w eatshop D ow n th e  H a ll and  

Som etim es It 's  M e, 1981
Metal time clock encrusted with lint, felt, wood, 
fabric, leather 
56" x 40-1/2" x 5"
Collection o f  the artist
Princess a n d  th e  Pea, 1981
W edding ring, acrylic on canvas, wood, chiffon, metal 
toothpicks
52-1/2" x 38"
Collection o f Palm Springs D esert M useum ,
Palm Springs, CA
R itual fo r  In s tin c tu a l R eturn, 1981 
D ried pigeon feet, racing pigeon identification bands, 
acrylic on canvas, chiffon, silver thread, metal, wood 
60" x 48" x 6"
Collection o f  Sue E. Berryman, Alexandria, VA
Ind ex fo r  th e  P luperfect, 1981
Photographs o f  nonfunctional objects, wood, metal
72" x 63" x 24-1/2"
Collection o f Art Resources Transfer, Inc., Los Angeles

SHRINES, 1982-83

Im p e ria l S hoeshine. 1982
Bronze-plated wing tips, brushes, shoe wax tins, “girlie” 
magazine photo  transfers, wood, metal, acrylic, enamel, 
canvas, plexiglass, chiffon 
73" x 52" x 34"
Collection o f  Laguna Art M useum , Laguna Beach, CA; 
Gift o f  Art Resources Transfer, Inc., Los Angeles
She Said I F ound This S p a rro w  a n d  T h o u g h t 

o f You I Said, 1982
D ried sparrow, book o f repeated bird image, photograph, 
feathers, wood, metal, fabric 
56" x 34" x 18"
C ollection o f  Art Resources Transfer, Inc., Los Angeles
E xperim en t to  Id e n tify  C han ge , 1983 
Camera, plaster mold o f  hands, photographic transparen
cies, wood, metal, stucco, canvas 
73" x 63" x 52"
C ollection o f Art Resources Transfer, Inc., Los Angeles

The G re a t P eriod ic  M ig ra tio n , 1983 
Cicadas, smoke “wings” on plexiglass, acrylic on 
canvas, wood 
72" x 30" x 11"
Collection o f  Dr. and Mrs. Simons,
Santa Monica, CA
S m oke Box, 1983
Smoke drawings on plexiglass, ashes, photo transfers o f 
Los Angeles Library on fabric, photographic transparen
cies o f  newspaper articles show ing buildings to be torn 
down, M ilan Kundera quote from  T he  B ook o f  Laughter 
and  Forgetting, wood, metal 
74" x 30" x 15"
C ollection o f Greg and Kristen Escalante, Naples, CA

FACT FICTION BOXES, 1983-86

A  P rob le m  w ith  M a in te n a n ce , 1983
Ironing board cover, “tem perature con tro l” box made o f
photographs and metal, etched brass plaque
with history o f  B ayeux  Tapestry, metallic thread,
wood, plexiglass
Dim ensions o f  stand: 40" x 24" x 15"
D im ensions o f display case: 74" x 24" x 17"
C ollection o f ju d y  and Stuart Spence,
South Pasadena, CA
Leon T ro tsky 's  Eyeglasses. 1984 
Eyeglasses, map, wood, enamel, acrylic on canvas, 
etched brass plaque
2-1/4" x 11-1/2" x 12-1/4"
C ollection o f  Andrew and Janet Schwartz,
Los Angeles
A  D edu c tion , 1984
IU D  (C opper 7), altered map, wood, brass, acrylic, text 
3" x 11-1/4" x 13"
C ollection o f  the artist
N a tio n a l T reasu re , 1984
Gears and crank, bee, wood, metal, enamel, text 
15-1/4" x 11" x 8-3/4"
Collection o f  Jeri Coates, Los Angeles
The Find, 1984
H andm ade paper, painted cord, wood, etched
brass plaque
7-3/4" x 61-3/4" x 3-1/2"
Private collection
Stolen R em nant, 1984
Tea-stained cotton, thread, wood, etched brass plaque 
2" x 4" x 7"
Collection o f  Bill and Priscilla Panzer,
Los Angeles
D io ra m a , 1984
Dried mice, wheel w ith crank, wood w ith laminated 
map, acrylic on canvas, etched brass plaque 
10-1/2" x 10-1/4" x 10-1/2"
Private collection
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First Fork, 1985
Enamel on spoon, metal, wood, text
3-1/2" x 6" x 13"
Collection o f  Deborah Small, La Jolla, CA
The S tolen M e rid ia n s , 1986 
Magnifying glass, dirt, enamel, wood, text 
6-1/2" x 14-1/2" x 8-1/2"
C ollection o f Judy and Stuart Spence,
South Pasadena, CA

OBSERVATORY/TERRITORY, 1984-85

O b s e rv a to ry /T e rr ito ry , 1984-85
Acrylic on sheer fabric used for charting the path o f
m oon and sun, oil paint on wood, metal
86" x 29" x 29" (dome installation)
Collection o f the artist
D iary , 1984
Newspaper clippings o f celestial schedules, fabric 
23"x 29"
Collection o f  the artist
Sum oon, M o o su n , N e w  M o o n , N o M o o n , 1984 
C olor photograph o f m oon or sun, clocks which 
periodically move in alignm ent, wood, enamel 
11" x 13" x 4-1/4"
Collection o f  Judy and Stuart Spence,
South Pasadena, CA
Logica l Landscape, 1984
C olor pencil on paper showing contour o f  landscape 
determ ined by difference between expected and actual 
times o f  arrival and setting o f  sun and m oon, enamel 
on metal
30-1/2" x 32"
Collection o f  Jack and Bonnie Wilke, Los Angeles 
I llu m in a te d  M a n u sc rip t, 1984
Ink, acrylic, and pencil on paper showing com posite view 
charting path o f  m oon and sun 
51" x 79" x 3"
Collection o f  Judy and Stuart Spence,
South Pasadena, CA

DEAD SEA SCROLLS, 1984-85

Boy, H e rd , H o le , T h re w , S ound, 1984
Acrylic on fabric show ing actual hole where M uham m ad
located the scrolls, oil paint on wood, metal, coins,
painted toy goats and sheep, carved slingshot w ith coin,
ceramic replicas o f  a Dead Sea Scroll ja r, photo o f
M uham m ad
82" x 27" x 22"
Collection o f the artist

H ere It Is, 1984
Plaster casts from  a mold taken from  a m ountain surface, 
photograph o f  archaeologist pointing  to M uham m ad’s 
cave, wood, modified ladders, enamels 
69" x 44" x 36"
C ollection o f  the artist
K and o : C o n ju re r o f th e  D ead Sea Scrolls, 1984 
International junk , photographs o f  excavated Dead Sea 
Scroll jar, glass, fabric, bicycle wheel, metal, wood, 
photograph o f  Kando and George, dem onetized notes 
78" x 28" x 25"
C ollection o f  Art Resources Transfer, Inc., Los Angeles
K and o  Says (N e a r M iss /C lo se  C a ll), 1985 
Shoes covered w ith photocopies o f  Dead Sea Scroll 
fragments, text 
13" x 4-1/2" x 10"
C ollection o f  A ndrew  and Janet Schwartz, Los Angeles 
G re ed  Turns to  G lue , 1985
Assembled photographs o f  artist’s body and Kando’s 
head, horses made o f  glue, copper bucket with photo
copies o f  Dead Sea Scroll fragments, glue, acrylic, 
copper, carved branches, wood w ith measuring 
delineations, soil, enamel on bicycle wheel 
82" x 24" x 24"
C ollection o f  Jeanne Meyers, Los Angeles
N a tu re  Gets th e  Last Laugh (R eally), 1985 
Acrylic painting o f  Kando, shovel, glue, Dead Sea 
Scroll fragments
53-1/2" x 8-1/2" x 6-1/2"
C ollection o f  the artist
H is to ric  S ites, B u ild in g s . Etc., 1985
Law book em bedded w ith Dead Sea Scroll ja r  impression
in soil, photograph o f  “the hole” that Kando dug for
the Scrolls
3" x 12-1/2" x 11"
C ollection o f  Lauren Richardson and Jam es Doolin,
Los Angeles
Even S im ple  D eeds H ero ic , 1985
Acrylic paintings o f  scholars on carved wood, enamel on
wood and metal with map o f  1947 Jerusalem , paper-
covered light bulbs, photograph o f  Scroll o f  Isaiah, camera,
handm ade w indows, sand
92" x 40" x 12"
C ollection o f  the artist
B la ckou t, 1985
C u t photographs o f  soldiers, light bulb, socket 
11" x 4-1/2" x 8-1/2"
Private collection
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BIOGRAPHICAL PORTRAITS, 1982-91

R ickety T ickety, 1982
Bicycle wheel, photographs, thread, cem ent, wood, 
metal, acrylic 
77" x 50" x 20"
C ollection o f the artist
The C e lib a cy  a n d  P rac tica lity  o f M o th e r A n n /S p e a k  
in T ongues a n d  Im p o rt O ysters, 1984 
W ooden “candles,” authentic Shaker webbing, 
hanger & pegs, wood, metal, handwoven straw, wood, 
and fabric hat, enamel on oyster shells, photographs 
o f  Hancock Village 
77" x 34" x 7"
Collection o f  the artist
Letters to  P han tom  Lovers (Love as C orse t, 

F rou -F ro u ), 1984
Corset made o f  mail sack w ith  metal stays, enamel 
paintings o f Los Angeles and N ew  York City skylines on 
wood, envelopes made o f  sheer material, stamps made o f 
photographs w ith locations o f  skyline drawing, paper 
high heels w ith stamps, telephone cord 
76" x 52-1/2" x 11-1/4"
Collection o f  the artist
C a la m ity  Jane an d  Q ue stio ns  o f T ru th , 1984-85 
Encyclopedia inform ation about Jane on sticks in bottles, 
excerpt from  a letter to her daughter about her marriage 
to W ild Bill Hickok, photographs o f  lie detector and 
Jane, suitcase, lie detector readings on wood, acrylic on 
sheer fabric, metal, enamel 
85" x 33" x 19"
Collection o f  Art Resources Transfer, Inc., Los Angeles
OTHER (In M e m o ry  o f Ethel a n d  Ju lius  R osenberg),

1987
Burned typewriter, visa and passport photos, altered 
chair with burned legs and arms, copper foil and wire 
37" x 25" x 19"
Collection o f  D oug Simay, San Diego, CA
To Sit As La d d e r (In H o n o r o f Rosa Parks), 1991 
C hronology and quotes describing the life o f Rosa 
Parks, altered chair, photograph, radiator, enamel, 
acrylic on paper 
67" x 22" x 12"
C ollection o f California Afro-American M useum ,
Los Angeles, CA; G ift o f Jack X  Fields

THE IMAGE OF ST. BERNADETTE, 1987

W ill in g  S uspension o f D isb e lie f, 1987
Acrylic on canvas replicating patterns on St. B ernadette’s
clothing, photograph o f St. Bernadette, acrylic on canvas
rose, metal, wood, bicycle wheel
68" x 54-1/2" x 22"
Collection o f  the M useum  o f  C ontem porary Art,
Los Angeles, CA

P ach inko  (It 's  a B e a u tifu l D ay!), 1987 
Marbleized acrylic on rewired Pachinko game, image o f 
St. Bernadette stenciled on plexiglass, dried rosebud, 
photograph o f Abeles’ painting o f  St. Bernadette 
31-1/2" x 20-1/4" x 3-1/2"
Collection o f  D ebra and Larry Poteet, Glendale, CA 
S o u ve n ir D ispensary, 1987
Souvenir holy cards o f  St. Bernadette, altered cosmetic 
dispenser, photographs o f  Abeles’ painting o f 
St. Bernadette bald, locks o f  hair, currency, enamel 
21-1/2" x 12" x 13"
Collection o f  Greg and Kristen Escalante, Naples, CA
The A m a z in g  Rosebud, 1987
Acrylic portrait o f St. Bernadette on dried rosebud,
em broidered satin
21" x 9"
Collection o f  the artist 
T ra v e lin g  Sales. 1987
Leather suitcase rubbed with gold oil paint, satin,
St. Bernadette souvenirs, velvet, marbleized wood, 
currency
28-1/2" x 19" x 19"
Collection o f Art Resources Transfer, Inc., Los Angeles 
C h ild re n ! Sit S till!, 1987
Acrylic painting o f St. Bernadette on photo-sensitized 
fabric, enamel, metal, altered piano stool, violin rests, 
m irror o f  base which correctly shows the signature o f 
St. Bernadette (written backwards underneath stool), 
lace, satin
44" x 18-1/2" x 18-1/2"
Collection o f the artist
The W o rld 's  S m allest P a in ting , 1987 
M icroscope, enamel, lace, glass slide plate with 
transparency o f painting o f St. Bernadette, wood, satin, 
rose beads 
22" x 9-1/2" x 12"
Collection o f the artist
The W o rld 's  La rgest P a in tin g  (Section 32), 1987 
Acrylic on canvas drop cloth showing St. B ernadette’s 
nose and m outh, marbleized wood, brass plaque 
with title 
5 9"x 51"
Collection o f  the artist
D ia g ra m m a tic  C ross Section o f th e  W o rld 's  
Largest P a in tin g , 1987
Gridded photograph o f  Abeles’ painting o f St. Bernadette 
with Section 32 extended three-dim ensionally 
15" x 9"
C ollection o f Anuska and Adrian Smith, San Diego, CA
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V ie w e rs  O b se rv in g  th e  W o rld 's  La rgest P a in ting ,

1987
Photograph o f  Abeles’ painting o f St. Bernadette, 
photographs o f  movie extras from  T he  Song o f  
Bernadette, satin, pearls, enamel, wood, plaque, rose 
made from money 
3 2 "x 27"
Collection o f  Judy and Marvin Zeidler, Los Angeles 
Eau De Lourdes, 1987
M arbleized bicycle wheel, glass bottles filled w ith water, 
altered piano bench, satin, pearls, gold leaf, enamel, soil, 
m irror-lined box, movie still from  The Song  o f  Bernadette, 
backwards text placed under bench and correctly 
reflected in m irror, currency 
56" x 31-1/2" x 20-1/2"
Art Bank Collection, C ity o f  Santa Monica,
Santa Monica, CA

PILGRIMAGE TO THE WEDGE, 1981-87

F a sh io n in g  a Sm og M ask, 1981
Photographs
4-1/2" x 6-3/4" each
Collection o f  Maggie Freilich, Santa Monica, CA
N e w  K ind o f C lock (T im e Based on th e  F requ ency o f 
T a k in g  P ho to g ra phs), 1986
Acrylic and ink on paper recording the times and dates o f 
the 274 photos taken in an attem pt to capture a clear shot 
o f  the San Gabriel M ountains unobscured by smog, 
clock, marbleized wood 
17" x 17" x 3"
Collection o f  the D epartm ent o f  Art H istory and the 
Visual Arts, Occidental College, Los Angeles
M o u n ta in  W edge. 1985-7
Acrylic on paper and wood, camera bellows, canvas, 274 
photographs looking north  on Broadway in Los Angeles 
at the San Gabriel M ountains obscured by smog, lens, oil 
painting on canvas 
94" x 78" x 184" (bellows)
Collection o f the artist
C am e ra  D esiros, 1987
Bird feathers, enamel on brass fram ework, m osquito 
netting
3-3/4" x 5-1/2" x 4-1/4"
Collection o f  Art Resources Transfer, Inc., Los Angeles 
In v is ib le  C am e ra , 1987
Invisible nylon thread, enamel on brass structure 
defining shape o f  the 35 m m  camera 
10-3/4" x 9" x 6-1/2"
Collection o f  Jeanne Meyers, Los Angeles 
W edg e  W atch, 1987
Altered gas mask, color photographs o f  the M ountain 
Wedge, cat hair, text 
23" x 10" x 8"
C ollection o f  Maggie Freilich, Santa Monica, CA

In s tru c tio n s  fo r  S tride  F o rw a rd . 1987 
C olor photograph o f  Abeles walking along her sculpture, 
Pentipede, pedom eter w ith instructions (which Abeles 
used during  her 16-1/2 mile pilgrimage to the M ountain 
Wedge), air quality report for the day o f  the walk, 
instructions, text 
10-1/2" x 18-1/2" x 1-3/4"
C ollection o f  Art Resources Transfer, Inc., Los Angeles

COLLECTIVE DIARY: DEDICATED TO 

PEOPLE WITH AIDS, 1989-93

C o lle c tive  D ia ry : D ed ica ted  to  People w ith  AIDS.

1989-93
An installation composed o f  photographs o f  objects and 
scrapbook photos belonging to people with AIDS 
(PWAs), altered chair, satin, naugahyde, felt, soil, acrylic, 
enamel, text m ade o f hair, book, ink on paper, and 
editions o f  the H I V /A I D S  Tarot offered free to the public 
1 0 'x 15'
H I V /A I D S  Tarot funded by a grant from the City o f  Los 
Angeles D epartm ent o f  C ultural Affairs

LONG EXPOSURES (AN ARTIST IN 

HER LATER YEARS), 1991-92

Long Exposures (An A rtis t in H er La ter Years),

1991-1992
Installation o f  phosphorescent paint activated by light on 
a relay system, welded steel, enamel, audiotape interview, 
w ater system, mixed media objects and photographs 
which com bine darkroom  and domestic images 
20’ x 20’
C ollection o f the artist

THE SMOG COLLECTOR, 1991-92

Z o e 's  H ig h c h a ir  (F orty  Days o f Sm og). 1991
Particulate m atter (smog) on plexiglass, acrylic on 
altered chair 
45" x 15" x 19"
C ollection o f  the artist
The W o n d e r Books (F orty  Days o f Sm og)
The O u t lin e  o f M o d e rn  H is to ry , 1991 
Particulate m atter (smog) on altered book 
9" x 6-1/2" x 1"
Collection o f  Kristen Paulson, San Francisco
The W o n d e r Books (F orty  Days o f Sm og)
G re a t E ng ine ers  a n d  E n g in e e rin g . 1991 
Particulate m atter (smog) on altered book 
9" x 6-1/2" x 1"
C ollection o f  Stuart and N iraj Katz, Laguna Beach, CA
The W o n d e r Books (Forty Days o f Sm og)
G re a t A ch ie ve m e n ts  in  In d u s try , 1991 
Particulate m atter (smog) on altered book 
9" x 6-1/2" x 1"
C ollection o f  Greg and Kristen Escalante, Naples, CA
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The W o n d e r Books (F orty  Days o f Sm og)
G re a t In ve n to rs  a n d  T h e ir In ve n tio n s , 1991 
Particulate m atter (smog) on altered book 
9" x 6-1/2" x 1"
Collection o f the artist
Sm og C lock  (T h irty  Days o f Sm og), 1992 
Particulate m atter (smog) on glass face o f  clock, 
currency, acrylic 
10" in diam eter 
Collection o f  the artist
P ilg r im a g e  to  th e  W e d g e  (O ne M o n th  o f Sm og), 1990 
Particulate m atter (smog) on plexiglass, text describing 
Abeles’ 16-1/2 mile jou rn ey  from  dow ntow n Los Angeles 
to the San Gabriel M ountains on the day o f  a first-stage 
smog alert 
75" x 48" x 2"
Collection o f  Lisa Coscino N ickerson and Scott 
N ickerson, W oodland Hills, CA
Forty  Days a n d  Forty  N ig h ts  (Forty Days o f Sm og),

1991
Particulate m atter (smog) on plexiglass, auto mufflers, 
detritus, chiffon, wood
31-1/2" x 30" x 56"
C ollection o f the artist
Forty Days an d  Forty N ig h ts  (F orty  Days o f Sm og),

1991
Particulate m atter (smog) on plexiglass w ith black and 
w hite photograph o f factory located behind artist’s studio 
17"x 21"
Collection o f  Robert Zingg, H unting ton  Beach, CA
P res ide n tia l C o m m e m o ra tiv e  Sm og Plates, 1992 
Seventeen portraits o f  U nited  States Presidents from 
McKinley to Bush made o f  particulate m atter (smog) on 
porcelain plates w ith environm ental and business quotes 
in gold enamel 
10-1/4" diam eter each 
C ollection o f  the artist
Smog C o lle c to r S cu lp tu re  (Sixty Days o f Sm og).

1991-92
W elded vehicle exhaust systems, bilingual text, images 
made o f particulate m atter (smog) on plexiglass gathered 
at California M useum  o f  Science and Industry,
Los Angeles 
116" x 31" x 31"
Funded by the California Bureau o f  Autom otive Repair, 
D epartm ent o f C onsum er Affairs
Smog C o lle c to r S cu lp tu re  (Sixty Days o f Sm og),

1991-92
W elded vehicle exhaust systems, bilingual text, images 
made o f particulate m atter (smog) on plexiglass gathered 
at Olvera Street, Los Angeles 
122" x 27" x 27"
Funded by the California Bureau o f  Autom otive Repair, 
D epartm ent o f C onsum er Affairs

Sm og C o lle c to r S cu lp tu re  (Sixty Days o f Sm og),

1991-92
W elded vehicle exhaust systems, bilingual text, images 
made o f  particulate m atter (smog) on plexiglass gathered 
at California State University, Fullerton, CA 
62" x 34" x 34"
Funded by the California Bureau o f Autom otive Repair, 
D epartm ent o f  C onsum er Affairs
Smog C o lle c to r S cu lp tu re  (Sixty Days o f Sm og),

1991-92
W elded vehicle exhaust systems, bilingual text, images 
made o f particulate m atter (smog) on plexiglass, gathered 
at California M useum  o f  Photography, Riverside, CA 
41" x 34" x 34"
Funded by the California Bureau o f  Automotive Repair, 
D epartm ent o f C onsum er Affairs

HABEAS CORPUS, 1991-93 

The T ru th  Palace, 1991
W elded steel netting, identification docum ents marked 
w ith red acrylic 
78" x 35" x 12"
C ollection o f  Barbara C ohn, Los Angeles 
M a d e  in A m e rica , 1992
M anufacturing labels from the clothing o f  four people, 
neckties, hardware 
14" x 21"
C ollection o f  Max Protetch, N ew  York
W a r S tories (Peace in P rogress), 1991-93 
Altered fold-up table, soundtrack o f  telephone responses 
to  the question: “W hat comes to your m ind most w hen 
you th ink  about the G u lf W ar?” asked o f people selected 
random ly from  the upper left and right hand corners o f 
the LA telephone directory, m em entos o f  war, excerpts 
from  the C onstitution , astroturf, fabric 
56" x 72" x 70"
C ollection o f  the artist
M e d ie va l C u rre n ts , 1991
D innerw are made o f  bones, international currency, 
reproduction o f Lim bourg Brothers’ October, glass plate, 
felt, wood 
18" x 34" x 18"
C ollection o f  Peter and Eileen N orton,
Santa M onica, CA
P ersonal Effects, 1952-93
Personal objects, excerpts from  legal correspondence 
transferred onto fabric, satin, wood, metal, plexiglass 
36" x 36" x 31"
Collection o f  the artist
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1 99 3 Kim Abeles
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INDEX OF ILLUSTRATIONS, PHOTOGRAPHS, AND WORKS OF ART

W orks of art by Kim A b eles in bold italics are listed alphabetically by each title.
W orks of art by artists other than  A b eles are listed alphabetically by the artist’s last name. 
Photographs of Kim A b eles are listed under the heading “Abeles, K im .”
Photographs of other artists are listed by last nam e under the heading “A rtists, photographs of.” 
D raw ings, charts, an d  arch iv a l photographs are listed by subject o r the series they  illustrate. 
M aps are listed under the heading o f  “M aps,” according to geographic locations o r subject m attter. 
N am es in p are n th e se s indicate credits for photographs and illustrations.

Abeles, Kim
D aughter, photograph o f  (Kim Abeles), 19 
Father, photograph of, 15 
G ram pa Sander, photograph of, 65 
M other, photograph of, 15
w ith  artists at H and H ollow  F oundation, photograph 

(Achim Pahle), 18 
w ith  children  at Sm og C ollector D em onstration, 14 
w ith  classmates in Japan, photograph, 16 
w ith  Los Angeles M ayor T om  Bradley, photograph 

(Zane H offm an), 18 
w ith  M argarete Fidel, photograph (Achim Pahle), 19 
w ith  sister, photograph (N elson  G ran t), 15 
w ith  W orld N ew s artists, photograph (David B utow  for 

Los Angeles Times), 20 
Amazing Rosebud, The. detail photograph o f  (Kim Abeles), 61 
Artists

Benish, Barbara, photograph of, (David Butow  for Los 
Angeles Tim es), 20 

D unkelm an, Loretta, photograph o f  (Achim Pahle), 18 
Fidel, M argarete, photograph o f  (Achim Pahle), 19 
H am m er, N ancy, photograph o f  (Achim Pahle), 18 
H and  H ollow  Foundation  artists, photograph o f  

(Achim Pahle), 18 
H offm an, Frances (Sander, W right, Schoem aker), 

photograph of, 15 
Lawrence, D eborah, photograph o f  (David B utow  for 

Los Angeles Tim es), 20 
Lerm an, R uth , photograph o f  (Achim Pahle), 18 
M atson, Karl, photograph o f  (David Butow  for 

Los Angeles Tim es), 20 
Pahle, A chim , photograph o f  (Achim Pahle), 18 
R ichardson, Lauren, photograph o f  (Kim Abeles), 17 
Rickey, G eorge, photograph o f  (TG L Photow orks, Inc.), 18 
Rosen, Florence, photograph of, 67 
W right, Jill, photograph o f  (N elson  G ran t), 15 

Blackout
m ilitary m arching, photograph o f  (Kim Abeles), 47 
photograph o f  (Kim Abeles), 47 

Book of Parts - The Story of the Dead Sea Scrolls,
reproduction  of, 39

Boy, Herd,  Hole, Threw, Sound, colorplate o f  
(D aniel M artinez), 49 

Bradley, T om , photograph (Zane H offm an), 18 
B uchanan, N ancy, Peace Stacks, installation o f  (M ichael Q uinn , 

M .O . Photography), 78 
Calamity Jane and Questions of Truth

bookwork, photographs o f  (James Franklin), 36 
“C alam ity  Jan e” C annery , M artha, photograph o f  

(The B ettm an A rchive), 29 
contradictory  encyclopedia inform ation, chart o f  

(Kim Abeles), 29 
lie detector, photograph o f  (Kim Abeles), 29 
life according to her autobiographical pam phlet, map o f  

(Kim  Abeles), 30 
sculpture, photograph o f  (Kim  Abeles), 28 

California Constitution, detail photograph o f  (California 
State Archives), 77 

Camera Desiros, photograph  o f  (Kim  Abeles), 74 
C arpet for garm ent, photograph o f  (Kim Abeles), 40 
Celibacy and Practicality of Mother Ann/Speak in Tongues 

and Import Oysters, The. photograph o f  (Janice Felgar), 27 
Children! Sit Still!, colorplate o f  (Daniel M artinez), 57 
Collective Diary: Dedicated to People with AIDS, colorplate o f  

(David Fam ilian), 40
detail photograph o f  (David Fam ilian), 41 

Constitution Wall, The, p relim inary  draw ing o f  (Abeles, Paul Kos, 
M ike M andel, Lisa Scheer, and Larry Sultan), 77 

Counting Time in the Seven Day Work Week/The Hero is 
Conscious, photograph o f  (Kim Abeles), 18 

Crafts, Cookery and Country Living, reproduction  of, 16 
Dallal, Joyce. Family A lbum , installation photograph o f  

(M ichael Q u in n , M .O . Photography), 78 
Dead Sea Scroll ja r, draw ing o f  (Kim Abeles), 45 
Deduction, A, photograph o f  (Kim Abeles), 51 
Diagrammatic Cross Section of the World's Largest Painting, 

photograph  o f  (Kim Abeles), 60 
Diary, photograph o f  (Kim  Abeles), 70 
Diorama, detail photograph o f  (Kim Abeles), 50 
D ucham p, M arcel,

Bicycle Wheel, draw ing o f  (Kim Abeles), 49 
Box In A  Valise (Boite-en-valise), photograph o f  

(Los Angeles C oun ty  M useum  o f  Art), 12
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Eau De Lourdes, colorplate of, 58
Entry Wall of Knowledge, The, prelim inary  draw ing o f  

(Kim Abeles), 78 
Even Simple Deeds Heroic, photograph o f  (Kim Abeles), 48 
Experiment for Myself as Other-Kiln Tongs, photograph o f  

(Kim Abeles), 36 
Experiment to Identify Change

bookwork, photograph o f  (James Franklin), 37 
sculpture, detail photograph o f  (Kim Abeles), 24 
installation version, photograph o f  (Kim Abeles), 81 
sculpture, photograph o f  (David Fam ilian), 80 

Fashioning a Smog Mask, photograph o f  (Kim Abeles), 75 
Find, The, detail photograph o f  (Kim Abeles), 52 
First Fork, photograph o f  (Kim Abeles), 53 
Forty Days and Forty Nights (Forty Days of Smog), 

colorplate o f  (Ben Blackwell), 86 
Forty Days and Forty Nights (Forty Days of Smog), 

photograph o f  (Kim Abeles), 89 
Frankenstein's Heart, colorplate o f  (David Fam ilian), 69 
Give Us This Day (Twenty Days of Smog), detail photograph 

o f  (Kim Abeles), 55 
Great Periodic Migration, The

colorplate o f  (David Fam ilian), 82 
detail colorplate o f  (David Fam ilian), 83 

Greed Turns to Glue, colorplate o f  (Daniel M artinez), 46 
G uide to Encyclopedia Persona, (diagram o f  page form at), 9 
Here It Is

detail photograph o f  (Kim  Abeles), 47 
photograph o f  (Kim Abeles), 47 

Historic Sites, Buildings, Etc., photograph o f  (Kim Abeles), 48 
HIV /AIDS postcards, reproduction  of, 20 
HIV/Tarot, drawings o f  (Kim Abeles), 42 - 43 
Horizonlines: A Mile a Minute (LA to Del Mar as Seen from 

a Moving Train), 20-21 
draw ing o f  Los Angeles (Kim Abeles), 27 
draw ing o f  N ew  York (Kim Abeles), 27 

Illuminated Manuscript, photograph o f  (David Fam ilian), 70 
Image of St. Bernadette, The. colorplate o f  

(David Fam ilian), 39 
Imperial Shoeshine, colorplate o f  (C hris Bliss), 84 
Impressions

bookw ork, reproduction  of, 35 
installation, photograph o f  (Kim Abeles), 35 

Index for the Pluperfect
detail photograph o f  (Kim Abeles), 64 
photograph o f  (Kim Abeles), 63 

Instructions for Stride Forward, colorplate o f  (Kim Abeles), 75 
Intraconnections, photograph o f  (Kim Abeles), 17 
Inverted Ritual, detail photograph o f  (Daniel M artinez), 17 
Invisible Camera, photograph o f  (Kim Abeles), 74 
Kando and his friend, G eorge, photograph o f  

(John M. Allegro), 44 
Kando Says (Near Miss/Close Call), photograph o f  

(Kim Abeles), 46 
Kando: Conjurer of the Dead Sea Scrolls, photograph o f 

(Kim Abeles), 47

Kobari, Kosai, photograph of, 62
Lawrie, Lee. Los Angeles C entral Library sphinx, draw ing o f  

(Kim Abeles), 81 
Lee, A nn, signature o f  (Ann Lee), 26
Leon Trotsky's Eyeglasses, photograph o f  (Kim Abeles), 50 
Letters from Kosai

detail photograph o f  (Kim Abeles), 63 
photograph o f  (Kim Abeles), 62 

Letters to Phantom Lovers (Love as a Corset, Frou-Frou), 
photograph o f  (Janice Felgar), 28 

Logical Landscape, photograph o f  (Kim  Abeles), 70 
Long Exposures (An Artist in Her Later Years), colorplate o f  

(David Fam ilian), 68 
Lourdes, basilica of, 56
Made in America, photograph o f  (Kim  Abeles), 55 
M aps

A rtist’s travels, longitudes o f  (Kim Abeles), 15 
B ethlehem  (Kim Abeles), 44 
Cicadas, locations o f  broods o f  (Kim Abeles), 83 
D ead Sea region o f  the M iddle East (Kim Abeles), 44 
Incidents in observatory (Kim Abeles), 71 
Jerusalem  (Kim Abeles), 45
Life according to Calam ity Jan e’s autobiographical pam phlet, 

(Kim Abeles), 30 
Lourdes, France (Kim Abeles), 56
Los Angeles at Second and Broadway, (Kim  Abeles), 25, 67, 84 
Los Angeles to the San Gabriel M ountains, (Kim Abeles), 76 
M ontgom ery, Alabama (Kim Abeles), 34 
Reseda, California (Kim Abeles), 65 
Rara A ids , (Kim Abeles), 38
Shaker Villages in the Eastern U .S. (Kim  Abeles), 26 
Sm og C ollector Sculptures and sites (Kim Abeles), 91 
U tsunom iya, Japan to P ittsburgh, Pennsylvania 

(Kim Abeles), 62 
M cC ool, Patrick, photograph o f  (Jay Racz), 80 
Medieval Currents, colorplate o f  (Kim  Abeles), 54 
M iller, M ichael. Vintage American Effluents, installation 

photograph o f  (M ichael M iller), 79 
M oore, Zoe, photograph o f  (Kim Abeles), 19 
Mountain Wedge

colorplate o f  (Daniel M artinez), 73 
detail photograph o f  (Kim Abeles), 73 

M udd, Dr. Brian, photograph o f  (M ichael M iller), 79 
M uham m ad and his friend, photograph o f  (Dr. W.L. Reed), 44 
National Treasure, photograph o f  (David Fam ilian), 50 
Nature Gets the Last Laugh (Really)

detail photograph o f  (David Fam ilian), 48 
photograph o f  (David Fam ilian), 48 

New Kind of Clock (Time Based on the Frequency of 
Taking Photographs) 
detail draw ing o f  (Kim Abeles), 76 
photograph o f  (Kim Abeles), 76 

Observatory/Territory
Abeles inside observatory, photograph o f  (Kim Abeles), 71 
colorplate o f  (Janice Felgar), 71 

OTHER (In Memory of Ethel and Julius Rosenberg), colorplate 
o f  ( Daniel M artinez), 31
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Our Position, Always, Reciprocal, detail photograph o f  
(Kim Abeles), 36 

Pachinko (It's a Beautiful Day!), colorplate o f  
(Daniel M artinez), 60 

Parks, Rosa, draw ing o f  (Kim Abeles), 33 
Pea, The, draw ing o f  (Kim Abeles), 64 
Pentipede in process, photograph o f  (Kim Abeles), 73 
Personal Effects, preparatory  draw ing o f  (Kim Abeles), 54 
Pilgrimage to the Wedge (One Month of Smog), detail 

photograph o f  (Kim Abeles), 88 
Pinkel, Sheila. Real Eyes, photograph o f  (Sheila Pinkel), 21 
Presidential Commemorative Smog Plates, photographs o f  

(Kim Abeles), 89 
Princess and the Pea, photograph o f  (Kim Abeles), 64 
Problem with Maintenance, A

colorplate o f  (David Fam ilian), 52 
detail photograph o f  (James Franklin), 52 

Rara Avis, map o f  (Kim  Abeles), 37 
Rickety Tickety, photograph o f  (Kim Abeles), 26 
Ritual for Instinctual Return

detail photograph o f  (Kim Abeles), 65 
photograph o f  (Kim Abeles), 65 

Rosen, Florence. Athena, Navigating Catalina Channel from  
N ight Journey, photograph of, 21 

Rosenberg, Ethel and Ju lius, photograph o f  (AP/Wide 
W orld Photos), 32 

Saint Bernadette. See Soubirous, St. Bernadette.
Scroll o f  Isaiah, photograph o f  (Dr. Jo h n  C . T rever), 45 
Shakers

circular saw /spinning w heel, draw ing o f  (Kim Abeles), 26 
founder’s signature (Ann Lee), 26 
m eeting in N ew  York, draw ing o f  (Brown B rothers), 26 
villages in the eastern U .S., map o f  (Kim Abeles), 26 

She Said I Found This Sparrow and Thought of You I Said 
detail photograph o f  (Kim Abeles), 85 
photograph o f  (Kim Abeles), 85 
sparrow  drying, photograph o f  (Kim Abeles), 85 

Sixty Days of Los Angeles Sky Patch (View to the East), 
photograph o f  (David Fam ilian), 22 

Slide . . . Gather, colorplate o f  (Daniel M artinez), 66 
Small, D eborah. 1492, detail photograph of, 19 
Smog Catcher (Thirty Days of Smog) II, The, reproduction  of, 22 
Smog Clock (Thirty Days of Smog), photograph o f  

(David Fam ilian), 88 
Smog Collector, The

process, photographs o f  (Kim Abeles), 86 
Smog Collector Sculpture (Sixty Days of Smog) 

photograph and detail o f  (Kim Abeles), 90 
inform ative “tables”, photograph o f  (Kim Abeles), 90 
sculptures and sites, map o f  (Kim Abeles), 91 

Smoke Box, photograph o f  (Daniel M artinez), 82 
stencil, reproduction  of, 82 

Soubirous, St. B ernadette 
photograph of, 56
signature o f  B ernadette Soubirous, 56-57

Souvenir Dispensary, photograph o f  (D aniel M artinez), 57 
Souvenir, reproduction  of, 57
Stolen Meridians, The, photograph o f  (David Fam ilian), 53 
Stolen Remnant, photograph o f  (Kim Abeles), 53 
Stone, G eorge. Capacitor, photograph o f  (George Stone), 17 
Sumoon, Moosun, New Moon, No Moon, photograph o f  

(Kim Abeles), 71 
Survival, reproduction  of, 16
Sweatshop Down the Hall and Sometimes It's Me, colorplate o f  

(Daniel M artinez), 67 
Sydney, Stephanie. Homeless Veterans, installation photograph o f  

(M ichael Q u in n , M .O . Photography), 78 
T for Trotsky, reproduction  of, 19 
Tabula Rasa, detail photograph o f  (Kim Abeles), 16 
That Which Can't Be Caught, detail photograph o f  

(Kim Abeles), 72 
The Wonder Books

The Wonder Books (Forty Days of Smog) Great Achievements 
in Industry, photograph o f  (Kim Abeles), 87 

The Wonder Books (Forty Days of Smog) Great Engineers 
and Engineering, photograph o f  (Kim Abeles), 87 

The Wonder Books (Forty Days of Smog) The Outline of 
Modern History, photograph o f  (Kim Abeles), 87 

To Sit As Ladder (In Honor of Rosa Parks) 
colorplate o f  (David Fam ilian), 33 
detail photograph o f  (David Fam ilian), 33 
draw ing o f  (Kim Abeles), 33 

too raze bil'drj iz too tar it doun
bookwork, detail photograph o f  (Kim  A beles), 38 
sculpture, photograph o f  (Kim Abeles), 38 

Traveling Sales, colorplate o f  (Daniel M artinez), 58-59 
Truth Palace, The

colorplate o f  (Robert W edem eyer), 54 
detail colorplate o f  (David Fam ilian), 24 

Viewers Observing the World's Largest Painting, photograph 
o f  (Kim Abeles), 61

W ar Stories (Peace in  Progress), detail photograph o f  
(David Fam ilian), 79 

Wedge Watch, photograph o f  (Kim Abeles), 74 
Willing Suspension of Disbelief, photograph o f  

(Daniel M artinez), 56 
World News exhibition

artists, photograph o f  (David Butow  for Los 
Angeles Times), 20 

installation photograph o f  (M ichael Q uinn ,
M .O . Photography), 78 

World's Largest Painting (Section 32), The. photograph of 
(Kim Abeles), 60 

World's Smallest Painting, The. photograph o f  
(David Fam ilian), 61 

W right, B urton N oel, 15.
Zoe's Highchair (Forty Days of Smog), photograph o f 

(Kim Abeles), 88
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