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This exhibition features the work of 21 women who listen to the 
way that nature speaks and tell remarkable stories about what 
they hear. In art that ranges from traditional easel painting, to the 
newer media of photography and computer-generated-imagery, 
to installations employing �non-art� materials such as feathers 
and fur and Gummi Bear candies, these artists call our attention 
to the beauty and wonder of the natural world, and to humanity�s 
deep and abiding connection with it. They also address issues 
such as pollution, over-consumption of resources, scienti�c 
atrocities and animal abuse. 
                 Rachel Carson, founder of the contemporary environmental 
movement, has written: �It is a wholesome and necessary thing 
for us to turn again to the earth and in the contemplation of her 
beauties to know of wonder and humility.� With everything from 
sumptuous landscape paintings to horri�c digital images of 
genetic misapplication, the artworks in this exhibition urge us to 
�turn again to the earth.� They show us the joys and rewards of 
contemplating nature in the twenty-�rst century. They also show 
us its horrors.	

We don�t need to have seen Al Gore�s authoritative 
documentary, An Inconvenient Truth, to be aware of the severe 
environmental changes in recent years. On an almost daily 
basis, television newscasters report on the destructive results 
of toxic spills, raging �res, rising pollution, or the devastating 
storms generated by climate �uctuation. Although artists 
are neither politicians (no matter how politically engaged), 
nor environmental scientists (no matter how intrigued by the 
vicissitudes of scienti�c inquiry), they can and do respond to 
the state of the natural world around them. In doing so, they can 
invite dialogue, raise consciousness, and transform culture. By 
creating captivating images of nature, artists can compel us to 
view our natural environment with fresh eyes. As Rachel Carson 
has noted, �The more clearly we can focus our attention on the 
wonders and realities of the universe about us, the less taste we 
shall have for destruction.�

The Echoes artists respond to nature in three elegantly 
interconnected ways. They create art that reveals an awe of 
nature�s beauty and power. They create art that manifests a feeling 
of meditative oneness with nature (rather than domination over 
nature or separation from it.) And they create art that mourns the 
losses from environmental abuse. 

ECHOES: 
women inspired by nature
 by Betty Ann Brown, Ph.D.

�There is a way that nature speaks, 
that land speaks. Most of the time we 
are simply not patient enough, quiet 
enough, to pay attention to the story.� 
—Linda Hogan, Chikasaw poet

Linda Vallejo, Electric Oaks on the Hillside, 2007
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A resident of Topanga Canyon, Linda Vallejo lives and works in a 
deep ravine lined with California oak trees. Ancient and immense, 
the trees stand in testimony of nature�s power to endure. Vallejo, 
who participates in Native American ceremonials, is keenly 
aware of the sanctity of the oaks. So it is no surprise that her 
large painting, Electric Oaks on the Hillside, is the central focus 
of her Prayer for the Earth installation. Looming above a sacred 
circle, the large painting unites imagery with spiritual action. 
Electric Oaks combines beauty with expressionist intensity. Its 
saturated colors and sense of dynamically charged landscape 
evoke the work of Vincent Van Gogh, who once wrote, �Keep 
your love of nature, for that is the true way to understand art 
more and more.� Vallejo would agree.

Like Vallejo, Astrid Preston sees beauty and wonder 
in the natural world of plants. She creates riveting images of 
trees and �owers that are so �nely crafted they astonish the 
viewer. Preston�s precise execution mimics the sophistication 
and complexity of biological imperatives. Her densely woven 
compositions of bushes and vines echo nature�s eternal offerings. 
As viewers contemplate the lush interlace of Preston�s painted 
surfaces, the daily rush of physical existence is stopped for a 
hushed moment of visual pleasure.

Takako Yamaguchi’s radiant paintings recall the 
decorative elegance of Japanese scrolls and screens�but 
she replaces traditional Japanese restraint with decorative 
profusion that borders on the Surreal. A lush red �ower �oats 
above a dreamlike seascape in which lily pads become jelly�sh, 
then transform into ferns, and rounded rocks become mountains, 
then eggs, then abstract patterns. Yamaguchi�s dazzling �owers 
and foliage are seductive and intriguing. She presents nature 
heightened by imagination into a gilded fantasy. She engages 
nature, embellishing its offerings. Her paintings remind us of 
what French novelist Honore de Balzac once wrote: �What is 
art? Nature concentrated.�

Miriam Wosk also delights in natural beauty. But, 
instead of translating her responses to the natural world into 
the traditional medium of oil on canvas, she translates her visual 
response into the kitschy materials of today�s popular culture. 
Her aesthetic of intentional visual redundancy infuses the �non-
art� materials with grace. Tacky synthetic substances�from 
beads to bangles, plastic �owers to �berglass �sh�become 
sumptuous seascapes. Wosk�s view of the ocean depths is dense, 
rich, elaborate. And in the end, her ornate surfaces remind us 
that plastic and rubber�no matter how apparently synthetic�
are ultimately derived from natural products. All art is sourced in 
nature.

Susan Silton’s Aviate series is comprised of digital 
photographs taken from illustrations in bird-watching manuals. 
The practice of bird watching intrigues the artist for two reasons. 
First, watching and identifying birds involves a view of nature 
subject to human control and categorization. Birdwatchers  
 

 
seek to observe and record as many different birds as possible, 
in a competitive quest to visually dominate the natural world. 
And second, the term �bird watching� can be seen as a pun: 
in many areas, women have been called �birds� and men have 
been given the social mandate to watch, categorize, and control 
women. Silton takes illustrations from bird manuals�illustrations 
intended to facilitate the easy identi�cation and categorization of 
nature�s creatures�and manipulates them so that they become 
unrecognizable. In doing so, she creates ethereal images that 
resist the containment of scienti�c knowledge. She returns birds 
to the gorgeous rush of nature�s cycles.

Ceramic artist Patsy Cox is intrigued by nature�s beauty 
and also by its processes. In her Urban Rebutia installation, 
she replicates the shape of a clumping cactus (genus rebutia), 
multiplies the initial shape hundreds of times�just as the living 
plant itself does when growing in the wild�and distributes piles of 
the shapes over the gallery �oor. Cox use the three primary colors 
(yellow, red and blue) for the small ceramic units. The colors are 
partially inspired by the plants she collects: rebutia minuscula 
is popularly known as �Red Crown Cactus� and several rebutia 
species have yellow �owers. Cox also uses the intense, saturated 
colors to �ll up, even overwhelm, her installation space. Looking 
at the vividly pigmented piles of biomorphic forms, viewers might 
recall the experience of looking down from airplane, realizing 
that we duplicate the natural process of cactus clumping and 
aggregation as we construct our cities. In Western Society, we 
have been taught that a bird�s nest is �nature� and a building is 
�culture.� Patsy Cox urges us to see not just the parallels but also 
the links between human and natural acts.

MEDITATIVE ONENESS WITH NATURE

�One touch of nature makes the whole  
world kin.� —William Shakespeare, English dramatist

Like Patsy Cox, Suvan Geer creates installations that 
address the processes of nature. Geer�s Moving in Amber at the 
Speed of Sound engages diverse ways of looking at time. The 
sound of her breath whispering through a turkey whistle, the 
tree stump suspend above a turning pointer, the �oor of fragrant 
cornmeal�all of these point to our sensate experience of time, 
or rather, of the suspension of time. In Moving in Amber, the 
body�s time and the cycles of nature converge in a meditation 
on humankind�s participation in nature, and in time itself. Geer 
is fascinated by the insubstantiality of time and urges us to 
remember that so much of what we �know� of time (and of 
the world) is attained by extrapolating from nature, from our 
connection with nature.

IN AWE OF NATURE’S BEAUTY & POWER

�Joy in looking and comprehending is 
nature�s most beautiful gift.�  
                 �Albert Einstein, German physicist

Miriam Wosk, Time, Space, Cosmology and Life, 2003-05, detail
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Judy F. Baca literalizes our connection with nature in her 
mural La Memoria de Nuestra Tierra (The Memory of Our Land). 
Conceived for the airport in Denver, Colorado, Memoria depicts 
the surrounding terrain with Hispanic people, both ancient and 
modern, physically inside the land. Baca spent two years doing 
in-depth research and extensive dialogue with the Hispanic 
people of Colorado before she developed the composition. 
Indeed, the images of people are taken from photographs given 
her by the local people. The ancestors still walk the paths through 
the mountains; they are united with the rocks and hills and caves. 
Their spirits look over us as we, in turn, walk (and �y) through the 
mountains. 

H. Barbara Cutler’s Hiker�s Array is a dress made of 
paper, fabric, fragments of palm fronds, bark and pods. Her 

Bamboo Attire is bamboo, rusty found metal, fabric, and string. 
Both are conceived of as clothing for women living outdoors, in  
the wilderness that still exists beyond the reach of urban sprawl. 
All of Cutler�s materials were collected on hikes through the 
countryside. She has assembled nature�s detritus and recycled it 
into sartorial statements about our connection to the constantly 
regenerative powers of nature.

Akiko Jackson’s Exponential Growth is an installation of 
forty large ceramic mounds scattered across the gallery �oor. 
The forty mounds are full and rounded with slight navel-like 
protrusions at the top. They resemble swollen bellies and are 
intended to evoke the forty weeks of gestation during human 
pregnancy. Encrusted with a rough surface that peals away to 
reveal a vulnerable inner softness, the belly-mounds are both 
seductive and repulsive. The pale tones of orange, sage, pink and 
lavender attract even as the mottled texture repels. Eggs, pods, 
nipples, wombs, growths, all of these forms have physical and 
functional af�nities, and Jackson�s ceramic installation evokes 
them with poetic allusion.

The titles of Lezley Saar’s collaged drawings �Oh, never 
mind, knock-knock jokes stink and But Thee a nesit what?�are 
taken from her daughter�s nonsensical conversations. Both of 
them combine �found� black and white photographs with Saar�s 
whimsical yet sophisticated ink drawings. The rather anonymous 
and nondescript photographs are cut into circles and framed by 
astonishingly fecund images that bulge and drip and coruscate 
over the surface of the paper. The photographic pods�images 
made by machines�are encased by bulbs and branches and 
burrs�the stuff of nature, all made by a woman. Somehow 
the viewer realizes that these apparently distinct realms are 
interconnected. Just as she realizes that Saar�s daughter�s titles 
have meaning somewhere, in some realm�

Cheryl Ekstrom’s Extreme Unction: Warriors Against 
Angst is comprised of six larger-than-life sculptural �gures 
holding ten foot tall lances. Ekstrom began the series soon after 
the death of her brother. While mourning the loss, she happened 
to see a deer walk through the landscape below her. The deer 
stopped and stared at her; that interaction gave her a sense of 
continued beauty in the world, of our oneness with natural cycles, 
and our need to press on even in grief. She created the Warriors 
to offer solace, to protect and shield viewers from haunting, 
negative memories. 

Ekstrom�s Warriors are composite �gures with 
androgynous humanoid bodies and animal heads: one has deer 
head, another bald eagle head, another a ram head. The City of 
Laguna Beach chose the deer warrior to reproduce in bronze in 
Jharaus Park. According to Ekstrom, �It is up against the trees, 
almost exactly as I saw the deer myself�they set it in a woodsy 
area, and you just come upon it, just as the deer came upon me 
that day in 1997.�

Pamela Grau Twena’s Protecting the Seeds is a sculptural 
composition of seven large spherical forms that surround small 
central circular shapes. There is a sense of embrace and 
assurance, as the spheres seem to shield and safeguard the 
smaller elements, but the implied safety may be illusory. The 
spheres appear to be apples that are growing strange tentacles 
and these tentacles imply mutation into alien life forms. 

Grau Twena is troubled by humanity�s ongoing disregard 
for nature and wonders what nature may do in response. The 
artist writes, �I believe that Nature will try to defend herself. She 
may become ruthless and blind in her fury. She will mutate or 
adapt � she will grow horns � she will do whatever she has to 
in an attempt to protect herself.� Everything we do in and to the 

natural world is signi�cant. As French mathematician, philosopher 
and physicist Blaise Pascal asserts, �Nature is an in�nite sphere 
whose center is everywhere and whose circumference is 
nowhere.� He adds, �The least movement is of importance to all 
nature. The entire ocean is affected by a pebble.� 

MOURNING THE LOSSES

Cheryl Dullabaun feels the loss of paradise. Her Eden 
installation puts that feeling into physical form. She begins with 
verdant abundance�the promise of paradise�embodied in 
narcissus bulbs that grow, sending white roots below their brown 
bodies, and velvety green leaves with stiff stalks of fragrant 
�owers shooting above them. But all of the apparent abundance 
is constrained: the bulbs are contained in small glass bottles, like 
scienti�c specimens. And some are dying, even as the exhibition 
opens. On the walls around the bottled bulbs are more images of 
containment and death. Three photographs of the grisly remains 
of buffalo hunts, two from the nineteenth century, one from the 
early twentieth century, are framed on canvases that have been 
shot, then veiled in glossy, blood-red pigment. Also boxed and 
framed are long black feathers, so many you can�t imagine the 
bird(s) surviving their removal. And there is pale white fur, no 
doubt taken from deceased mammals.

Dullabaun asks what we have done to the paradise 
of nature. Have we rejected her offers? Worse, have we 
slaughtered her children? Is there naught but loss? Yet even as 
she asks, Dullabaun clothes her questions in such beauty that we 
know, somehow (perhaps instinctively?), that nature�s promise 
endures.

Cheri Gaulke is a performance artist, writer, videographer, 
teacher, public artist, sculptor, and creator of artists� books. For 

Cheryl Marie Dullabaun, Eden, 2007
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Echoes, Gaulke has created two books that are both related to 
other aspects of her oeuvre. The Los Angeles: River Inside a 
River is based on a 1989 video project she did with Wilson High 
School students (and their teacher Susan Boyle) that merges an 
historical timeline with historical images of the river. Frogskin is 
a book derived from an early (1991) video installation and an even 
earlier performance. All were developed from a fairy tale about a 
prince turned into a frog, merged with the artist�s environmental 
concern about the loss of numerous frog species (and how such 
losses point to the disappearance of frog environments like rain 
forests).

Kim Abeles’ Presidential Commemorative Smog 
Plates are central monuments in the history of California 
environmental art. Originally created in the early 1990s, Abeles� 
Smog Plates have been widely acclaimed as potent testimony to 
governmental disdain about pollution. The artist created stencils 
of presidential portraits and placed them over simple glass 
plates. Then she left the plates on the roof of her downtown Los 
Angeles studio, allowing the local smog to deposit dirt and grit on 
the plates for varying lengths of time �depending on the extent 
of [the president�s] violation or apathy toward the distressed 
environment.� After the smog-infused portraits were completed, 
Abeles added statements the presidents had made about the 
environment. Smart and visually powerful, the Presidential 
Commemorative Smog Plates are only one in the ongoing series 
of ecologically attuned works that Abeles has produced.

Yaya Chou came to her unusual art material�Gummi 
Bear candies�through concerns about food safety. She realized 
that children are attracted to the bright colors and sweet taste of 
Gummi Bear candies, but discovered that they are full of toxic food 
coloring (derived from petroleum products) and so much sugar 

that they cause hyperactivity. For her sculpture Joy Coated, Chou 
covered a baby mannequin with the candies, hoping to expose 
the fact that so many kids eat such bad food. She melted some 
of the Bears so they would drip off the mannequin�s hands, and 
soon realized her studio was being �lled with poisonous fumes. 
She got a horrible headache and her cat threw up. 

Her work on the Gummi Bear Chandelier was not as 
dramatic, but she did �nd that, as she pierced each Gummi Bear 
with a needle in order to hang it on the light �xture, the candy 
stuck to her needles, her �ngers, her clothes. Chou�s art asks: 
Why are these arti�cially �avored and colored products so 
widely present and persistent? What are they doing to us?

Linda Frost asks not what our synthetic products are 
doing to us, but what we are doing to ourselves. She makes 
this interrogation by exploring the abuses of genetic research 
and manipulation. The horrors of scienti�c hubris stare out at 
us from her Petri dishes and test subjects. Although animals 
share the vast majority of humanity�s genetic make-up, Western 
Culture has positioned man as dominant and the animal world as 
separate and subordinate. As a result, most scientists feel little 
or no remorse about torturing and killing animals in the process 
of an experiment. As Nobel Laureate physicist Murray Gell-Mann 
reminds us, �Today the network of relationships linking the human 
race to itself and to the rest of the biosphere is so complex that 
all aspects affect all others to an extraordinary degree.�

Ardent environmentalist Rabyn Blake considers her art 
a kind of requiem for nature. She creates fragile boats�their 
shapes based on Ancient Egyptian boats for the dead�in order 
to evoke a nostalgic sense of loss. Blake�s boats are piloted by 
tiny, often passive, human �gures. Convinced that our current 
state of expulsion from paradise mandates a new direction, 

the artist advocates for an interactive approach, one that allos 
our destination in line with nature�s processes. Blake observes 
that where there is passivity, nature rules; she also believes in 
redemption and reclamation. She quotes American poet Philip 
Booth, who wrote, 

�I strongly feel that every poem, every work of art, 
everything that is well made, well said, generously given, adds to 
our chances of survival by making the world and our lives more 
habitable.� 

Samantha Fields remembers looking out her California 
State University Northridge of�ce window one afternoon and 
seeing �re rage over the mountains that line the north rim of the 
San Fernando Valley. The wind turned and suddenly the air on 
campus was thick and black and smelled horrible. A few minutes 
later, they closed the campus and sent everyone home. The air 
was so toxic that it was a health threat. Students and faculty with 
asthma literally could not  breathe. From that experience came 
her stunning painting of hell in Southern California entitled In the 
Belly of the Beast. Spectacularly beautiful but deeply troubling, 
Fields� painting combines the Romantic tradition of American 
landscape painting with contemporary environmental concern. 
We are seduced by her lush surfaces, but distressed by their 
content. 

Holly Tempo is concerned about the accelerating 
destruction of the tropical rain forests. Her Recycled Image: 
Chasing Arrows at Las Orchiedas is comprised of images 
generated in the rain forest of Panama during the summer 
of 2005. The artist created an icon of three arrows bending 
into a circle or �chasing� each other, then stenciled the icon 
on coconut trees throughout the Las Orchiedas jungle. She 

photographed the results and created an installation grid of the 
images. Although the icons have now disappeared, �signaling 
the fragile regeneration of this ecosystem,� the photographic 
documentation is an �insistent reminder� of nature�s delicate 
balance.

The Echoes artists listen to nature and tell of the stories 
they have heard. Some of the stories glory in nature�s beauty and 
power. Others bemoan our ongoing abuse of nature. But all of 
them acknowledge our oneness with nature and our desperate 
need to respect and love her.

All of the artists would agree with Canadian social 
scientist Ernest Becker, who has written, �When we understand 
that [wo]man is the only animal who must create meaning, who 
must open a wedge into neutral nature, we already understand 
the essence of love. Love is the problem of an animal who must 
�nd life, create a dialogue with nature in order to experience 
[her/]his own being.�

Betty Ann Brown, Ph.D., Pasadena, March 2007
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Kim Abeles is an artist who crosses disciplines and 
media to explore and map the urban environment and chronicle 
broad social issues. The Smog Collector series brought her 
work to national and international attention in the art world, and 
mainstream sources such as Newsweek, National Public Radio, 
and CBS Evening News with Dan Rather. Abeles� mid-career 
survey, Encyclopedia Persona A-Z, toured the United States and 
South America, and was awarded the Best Regional Museum 
Show category for 1993-94 by the International Association of Art 
Critics. She represented the U. S. in both the Fotogra�e Biennale 
Rotterdam and the Cultural Centre of Berchem in Antwerp. Her 
work is in the collections of the Museum of Contemporary Art, the 
United States Information Agency, Los Angeles County Museum 
of Art, and is achieved in the library collections of the Museum of 
Modern Art and the Cooper-Hewitt Publication Design Collection 
of the Smithsonian. Abeles was awarded grants from the Andy 
Warhol Foundation and Peter Norton Foundation and fellowships 
from the J. Paul Getty Trust Fund for the Visual Arts, Pollock-
Krasner Foundation, and the California Arts Council.

Artist Statement 
	 Presidential Commemorative Smog Plates are portraits of 

U.S. Presidents from McKinley to Bush created from particulate 
matter in the polluted air.  The cut stencils on dinnerplates were 
placed on my rooftop for varying lengths of time depending on 
the extent of their violation or apathy toward the distressed 
environment.  Upon removal of the stencil, the Presidents� visages 
in smog were revealed, accompanied by their historical quotes 
about the environment and business.

	 McKinley became the appropriate starting point because 
his presidency occurred when two automotive factories were 
running full production in Detroit, thus marking a lifestyle and 
transportation mode which currently causes 70% of our air 
pollution.  Apathy and ignorance mark Reagan, Bush and Taft as 
the darkest smog collections.  Ronald Reagan was notorious for 
his erroneous comments about the environment and apparently 
couldn�t decide if problems existed.  George Bush views himself 
as �The Environmental President,� yet holds a contradictory 
record of effort and global cooperation.  William Taft vowed to 
follow in the relatively pro-environmental footsteps of Theodore 
Roosevelt, but nestled in the hands of big business shortly after 
his election.

	 Dwight Eisenhower re�ects the 50s enthusiasm for 
industrial progress, that era when factory emissions were 
idealized as pink puffy cumulous clouds from smokestacks.  In 
January 1970, Richard Nixon�s dramatic speech about restoring 
the environment was designed as a distraction from unrest on 
college campuses.  Lyndon Johnson�s attitude, indicative of many 
of our leaders, heralds �baring the secrets of nature,� but fails to 
grip the meaning of his gesture that �the next [wo]man to stand 
here will look out on a scene that is different from our own.�

The United States has never had a President combining 
strength with insight to lead an energetic movement to restore 
our natural resources.  However, both Roosevelts and James 
Carter made efforts toward a better environment.  Consequently, 
though portrayed in smog, they appear with the palest pollution.

Kim Abeles

Presidential Commemorative Smog Plates , 1993
Mixed media installation
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La Memoria de Nuestra Tierra, Colorado, 2000, detail
Aluminum foil print from original acrylic on canvas

Judy Baca has spent 30 years working to address social 
justice issues for ethnic neighborhoods and the working poor 
through public art monuments.  Her commitment to the public 
interactive process led her to develop the �rst Los Angeles City 
mural program. In 1976, she founded the Social and Public Art 
Resource Center (SPARC).  She is best known for The Great 
Wall of Los Angeles, a landmark pictorial representation of the 
history of ethnic peoples of California located in the Tujunga 
Wash.  Her international collaborations created The World Wall: 
A Vision of the Future Without Fear, which continues to travel 
and expand.  Recently, she has explored the concept of land 
having memory in works entitled La Memoria de Nuestra Tierra 
(Our Land Has Memory) which attempt to spiritually reclaim land 
illegally acquired from Hispanos and indigenous peoples of the 
Southwest.   She is a UCLA Professor of Fine Arts, Vice Chair of 
the Cesar Chavez Center and Professor of Art for World Arts and 
Cultures.

Artist Statement 
As a visual artist, I have been involved in every aspect of the 

production of large-scale wall paintings and public art projects 
over the last 25 years, from funding to technical development, to 
preservation, to the advancement and expansion of the art form 
to international collaboration and portability. 

While muralism was vital to the Chicano movimiento and 
the development of Chicano art, the form has moved widely to 
diverse populations particularly here in Los Angeles where 
the center of mural activity occurs on an international basis.  
Where my work diverges from other mural applications is in 
its conceptual organizing and performance base processes for 
community inclusion in image development.  It is my intention 
to create conceptual connections between diverse people by 
putting them to the common task of de�ning themselves within a 
dominant culture.  When viewed as a public organizing art work 
rather than architectural decoration, the murals become symbols 
of a struggle of people against boundaries, cultural differences, 
and de�ned territories. 

I have concentrated on using the creative process 
through group imaging techniques and community research 
associated with the production of works of monumental scale 
to develop models for the transformation of both physical and 
social environments.

  

Judy Baca 
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Rabyn Blake was born in Newport News, Virginia. She moved to 
California after graduating from Longwood College in Farmville, 
Virginia, to study French Literature at Claremont Graduate 
School.  She received an M.F.A. in Intermedia and Sculpture 
from Otis Art Institute, Los Angeles.  She resides in Topanga 
Canyon with her husband Eli Sercarz and two neighboring 
sons� families. She is a community activist and founder of Santa 
Monica Mountains Coalition for the Alternatives to Toxics 
(SCAT).  Exhibitions include the Brand Art Center, Los Angeles 
Institute of Contemporary Art, the Woman�s Building, California 
State University at Los Angeles, Long Beach Museum of Art, and 
the Mermaid Tavern;  Shidoni Gallery, Saint John�s College, Santa 
Fe, New Mexico;  the Anthology Film Archives, New York;  Galerie 
GNG, Paris.  Her video work is in the permanent collection of the 
Anthology Film Archives and the Long Beach Museum of Art 
(now acquired by the Getty Museum).

Artist Statement
The embarkation series was begun in response to a 

local environmental issue surrounding trees.  As I situated the 
miniature porcelain �gures into settings of natural materials, 
contexts emerged evoking layers of myth, poetry or science.

Beneath the tableaux lie teasing questions:  are these 
Lilliputians doomed castaways or voyagers?  One Life carries 
a bound man and his pregnant mate into uncharted waters.  I 
confess to a pervasive sense of loss�expulsion from Paradise 
being the mood�as I was making them, echoes of nature 
sounding a requiem.  Do we all vacillate between optimism and 
despair where the earth�s fate lies?

Today, this day I also see them as voyagers.  Recalling 
Eliot, they reveal their god-like potential as heroes on a quest, a 
journey, a voyage, who must encounter impossible odds, tasks.

 �We cannot think of a time that is oceanless
Or of an ocean not littered with wastage�
 The artist experiences creation �owing, sometimes 

wrested, from her imagination.  Will we act upon divine inspiration 
from that great source�the human imagination�and attract 
forces to rescue the earth?  There is �nite time for accomplishing 
this work as we glide to the �nal destination like the youth on his 
soul boat, The Crossing.

 �We shall not cease from exploration
and the end of all our exploring
Will be to arrive where we started
And to know the place for the �rst time.�

Rabyn Blake 

One Life, 2001
Porcelain, bark, paper
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Born and raised in Taiwan, Yaya Chou moved to Los Angeles in 
1997 to study Experimental Animation. Then, inspired by scene 
and set design for clay animation, the award-winning �lmmaker 
turned to sculpture and installation. Today she is a self-taught 
visual artist who works in a variety of media. Yaya Chou�s works 
combine humor and commentary on modern lifestyles; they 
are inspired by language, melody and social phenomenon like 
consumerism. Often, she investigates cultural assumptions 
about what is natural and what is unnatural.  Chou is currently 
showing with galleries and in juried shows in Los Angeles, 
Chicago, Minneapolis, U.K. and Taipei, Taiwan.  Her �lms were 
screened in numerous international �lm festivals and venues, 
including Museum of Modern Art, New York. Her visual art works 
are featured in Fiberarts Magazine, books and newspapers in 
both the U.S. and Taiwan.

Artist Statement
To tell a story is to reinforce one�s ideology. From making 

�lms to creating art, this principle plays an important role in my 
works.

Throughout my training in �lm, I cultivated a passion for 
inventing and rearranging symbols in otder to tell stories. I am 
interested in utilizing familiar objects or images to depict the 
dichotomy found inside highly developed societies. Elements 
from nature, animals and plants often appear in my work, 
because they create an invisible tension or distance from our 
modern lifestyles.

The series of Gummi Bear sculptures originated from my 
concern about food safety. The bright colors and soft textures of 
children�s snacks pose an overly romantic picture that draws my 
attention to the dangerous ingredient inside them. Arti�cial food 
colorings and �avors have been proven to cause nerve damage 
and reproductive disorder on animals, as well as developmental 
problem and hyperactivity in children, yet these toxic ingredients 
are still used to attract (young) consumers. By constructing a 
household scenario with the embellished snacks, I wish to pose 
the questions: Who consumes these foods? Who has the choice 
to choose?

Over the years, I have worked with a variety of materials, 
applying craft supplies and found objects to paintings or creating 
sculptures with foods and fabrics. I intend to evoke particular 
meanings related to the viewers� experiences of such materials. 
My focus is on the experience created when the viewer 
encounters the work, rather than a �xed or predetermined 
concept.

YaYa Cho 

Chandelier, 2005  
Gummi bears, beads, mono�lament, wire, plastic and light


