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Horse is the vehicle on which | travel the Ancient Road and visually unveil eons of
lives. The light of the void where realization exists is revealed by connecting with
Horse Power. Horse is at once an other worldly power and a great physical power.
It enables ancient and mystical visions to be made visible.

Traveling to the South, the White Nation, home of the child and the innocence
within all of us, Horse is steady, sure footed and reliable never wavering with his
focus and protection.

Heading to the West, the Black Nation, Home of the adolescence, birth, death and
rebirth, the Horse moves with a steady prance. Facing the North, the Red Nation,
Home of White Buffalo Woman who gave the sacred peace pipe to her people,
home of creativity and intuition, Horse starts to gallop.

Aware he is nearing the East, the Yellow Nation, home of enlightenment and
wisdom, Horse knows he is reaching his destination in the Iron Age. He had
encircled and balanced his medicine shield.

Horse was, is and will always be the magnificent messenger and embodiment of
Ancient Wisdom and Sacred Power.



Warrior III

2013; 4' X 3'; acry, charcoal, mm collage on wood panel



Warrior III (detail 1)

2013; 4' X 3'; acry, charcoal, mm collage on wood panel



Warrior III (detail 2)

2013; 4' X 3'; acry, charcoal, mm collage on wood panel



Warrior III (detail 3)

2013; 4' X 3'; acry, charcoal, mm collage on wood panel



Warrior III (detail 4)
2013; 4' X 3'; acry, charcoal, mm collage on wood panel



Warrior III (detail 5)
2013; 4' X 3'; acry, charcoal, mm collage on wood panel



Warrior III (detail 6)
2013; 4' X 3'; acry, charcoal, mm collage on wood panel



The Hunter

2013; 4' X 3'; acry, charcoal, mm, collage on wood panel



The Hunter (detail 1)

2013; 4' X 3'; acry, charcoal, mm, collage on wood panel



The Hunter (detail 2)

2013; 4' X 3'; acry, charcoal, mm, collage on wood panel



The Hunter (detail 3)
2013; 4' X 3; acry, charcoal, mm, collage on wood panel



The Hunter (detail 4)

2013; 4' X 3'; acry, charcoal, mm, collage on wood panel



The Hunter (detail 5)

2013; 4' X 3'; acry, charcoal, mm, collage on wood panel



Carousel
2013; 4' x 3'; acry, charcoal, mm, collage on wood panel



Carousel (detail 1)
2013; 4' x 3'; acry, charcoal, mm, collage on wood panel



Carousel (detail 2)
2013; 4' x 3'; acry, charcoal, mm, collage on wood panel



Carousel (detail 3)
2013; 4' x 3'; acry, charcoal, mm, collage on wood panel



Carousel (detail 4)
2013; 4' x 3'; acry, charcoal, mm, collage on wood panel



Carousel (detail 5)
2013; 4' x 3'; acry, charcoal, mm, collage on wood panel



Head on Lap
2014; 4’ x 3'; acrylic, mixed media, collage on wood panel



Head on Lap (detail 1)
2014; 4’ x 3'; acrylic, mixed media, collage on wood panel



Head on Lap (detail 2)
2014; 4’ x 3'; acrylic, mixed media, collage on wood panel



Mother and Child on Horseback
2014; 4’ x 3'; acrylic, mixed media, collage on wood panel



Mother and Child on Horseback (detail 1)
2014; 4’ x 3'; acrylic, mixed media, collage on wood panel



Mother and Child on Horseback (detail 2)
2014; 4’ x 3'; acrylic, mixed media, collage on wood panel



Young Girl
2014; 4’ x 3'; acrylic, mixed media, collage on wood panel



Young Girl (detail 1)
2014; 4’ x 3'; acrylic, mixed media, collage on wood panel



Young Girl (detail 2)
2014; 4’ x 3'; acrylic, mixed media, collage on wood panel



Papoose Installation
1984; 16 wrapped sculptures each approximately 2 feet
long by 12 inches wide by 10 inches high. Wire mesh,
paper, acrylic, mixed media. Rope (umbilical cord)
approximately 20 feet long, 1 inch wide, acrylic, mixed
media.



ARTIFACTS - Ancient Offerings Installation
1992; Installation (Pierce College Art Department in the
courtyard) 7 feet high and 15 feet wide. Ancient Offerings
painting diptych 6’ x 6°, acrylic, mixed media on canvas. 4
papooses with umbilical cord (rope 1 inch), acrylic.



Hooded Sentries
1987; 15 hooded sentries approximately 15 inches to 7.5
feet high, 1 foot wide, steel base and structure, wrapped
paper, acrylic paint, mixed media
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CYNTHAEBN
ynthia Ebin’s sculptural images are powerful in their

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

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

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

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

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

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

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

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

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

Her social stance on inhumane issues has propelled Ebin
on a mission that is both personal and emotional, universal
and archeological. ““| am always trying to link the past with
the present,” she says. “But not in a fossil-like way. | like to

12 DECEMBER 1989 A ART GALLERA INTERNATIONAL



think my work is really a spiritual link with the past. | believe
all men are connected. I'm very concerned with the
humanity of man and ultimately the inhumanity of man to
man.”

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

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

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

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

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

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

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

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

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

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

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

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

ART GALLERA INTERNATIONAL A DECEMBER 1989

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

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

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

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

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

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

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

The series was as much a historical adventure for Ebin as it

14

An Archeological Jourey, 1988.
Lifesize, handmade paper, cotton.
Photo credit George T. Bennett

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

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

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

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

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

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

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

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

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

DECEMBER 1989 A ART GALLERA INTERNATIONAL



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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

to make a statement about life.”

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

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

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

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