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Or. Char les Smith, African Ameri can Heritage Museum & Black Veterans Archive 
(site view, Aurora, Ill.), 1985-1999. photo : 1994, David Karg!. 

"you WILL ALWAYS KNOW WHERE CHURCH AND HOME IS." 

That's why it always hurt so bad when older African 
Americans pass this life, because it's like a library burned 
to the ground. The wisdom she possesses in every man­
ner astounds me even today.2 

In the summer of1955, less than a year after Smith's father was 

killed, his mother took her children to a funeral service in Chicago, 

Illinois . On th e city's south side, at Roberts Temple Church of God, 

they attended the memorial service of Emmett Til l, a fourteen­

year-old African-American boy who had been brutally murdered 

by white racists while visiting relatives in Mi ssissippi. Till's mother 

insist ed that her son's funeral service be open to the public, and 

that his horrib ly damaged body be displayed in an open casket to 

unma sk the cruel realities of racism in America . Photographs of 

Till's battered body were publi shed in major magazines of the day, 

including Jet and Life, and tens of thousands attended his funeral 

service, including fifteen -year-old Charles Smith. 

The Tuskegee Institute outside Montgome ry, Alabama, has 

recorded the lynching of 4,742 blacks in the United States between 

1882 and 1968-a conservative figure based only on reported mur­

ders.3 Emmett Ti ll's murder had a particularly profound impact on 

Smith and on many other Americans as well ; it fue led the already­

mobilizing Civil Rights movement. Till's mother 's insistence t hat 

her son's murder be publicly and openly memorialized brought the 

brutal ity of racism into the absolute center of American life; t hat , 

in turn, sparked numerous reactions aimed at fighting inequity 

in America, including the decision by Rosa Parks not to relinquish 

her seat to a white woman on a bus in Montgomery , Alabama . The 

local Women's Political Council called for a citywide bus boycott, 

and a twenty-six-year-old Baptist minister named Martin Luther 

King Jr. was chosen to advocate the cause; the war for equal rights 

in America exploded. 

Charles Smith's sculpture project in Ill inois inherits the legacy 

of the civi l warriors who blazed difficult trails and shares a similar 

insistence on showing racism's harsh realities , on bearing witness 

to its traumatic effects. A yard environment of layered meta­

phors and intermingled realities, Smith's immense visual project 

includes references to America 's history of slavery and the larger 

impact of racist violence from the Middle Passage to t he present 



Dr. C harles mith , African Am erican Heritage Museum & Black Veterans Archive (site view, Monument to Rodney Kmg, Au rora, Ill.), 198:;-1999. phot o: c. 1992, Lisa Stone. 
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day. It also frames the Great Migration, the Civil Rights movement , 

and the Vietnam War in terms of their core impact on America's 

national narrative. At the same time, it is personal; Smith deftly 

connects individua l and collective experience. He insists that 

America's history-all of it-must be recognized and understood 

in order for any sort of social change to occur. If Emmett Till's 

murder has influenced Smith 's conceptual understanding of art­

and its social role-so too has his own dense biography . 

Smith's mother moved her family from New Orleans to 

Chicago short ly after her husband 's murder. Smith describes 

their move in historical context: 

[It's] the same story with everybody black. For a better 
education, to escape racism, to escape living conditions, 
a better job-back in that time everybody went north. 
During that Great Migration period which my mother was 
part of, that was their reason-they all may say different 
things, but it's all the same-trying to escape that ham­
mer down there the white folks were putting on us.• 

The family moved into a Chicago neighborhood that would 

later become known as the Maxwe ll Street district ; the Smiths 

lived there for many years. The area featured an expansive flea 

market and an ethnically rich community still vivid in Smith's 

memory: 

All of that was a black Mecca-black gold mine they called 
it. ... The history was there because the French water 
market was there, bringing trucks from around the coun­
try with produce, and all of that area.from Roosevelt Road 
over to 15th Street, was African American-from Racine all 
the way up to Canal was African American. {There] we had 
the most wonderful relationships. We had one large build­
ing on the corner of 14th Street and Peoria where all the 
Mexicans stayed-in that one building. We had relation­
ships with the Jews, we had relationships with the Greeks, 
with the Italians, with the Mexicans-because they all 
lived bordering that particular area. The experience of 
knowing what family was, and what community was, and 
what camaraderie was-it was a beautiful time.5 

Smith married in 1964 and worked as a postal worker by day 

and at Trans World Airli nes by night try ing to save money to buy 

a house. In January 1966, he was drafted into the Vietnam War, 

where he served as a Marine infantryman until 1968 . His combat 

experiences generated physical, psychological, and spiritual 

wounds, as we ll as tr aumatic memories of brutal ity, suffering , 

and loss. After being injured in battle in 1968, Smith was honor­

ably discharged with a Purp le Heart .6 Yet in many ways his 

battles had just begun. 

Combat in Southeast Asia tested previous national and 

mi litary assumptions about warfare and modes of fighti ng. 

Code-named for the colored stripes wrapping the drums that 

conta ined them , the herbicide known as "Agent Orange" and 

other harsh chemicals were put into use in the early 1960s; 

Or. C harles Smith, African Am erican Heritage Museum &: Black 
Veterans Archive (site deta ils, Monumenl 10 the Middle Passage and 
Mo11u111e111 to Bloody unday, Aurora , Ill.), 1985-1999. photos: 1991, 
Lisa Sto ne. 



it is estimated that during the height of the war, in 1967 and 1968, 
some nineteen million gallons of defoliant were dumped on South 
Vietnam and surroun ding territories. The use of Agent Orange was 
discontinued in 1971. Since then, concerns about its harmful effects 
on humans have escalated: byproduct dioxins in the defoliant 
have been causally linked to numerous diseases, many of them 
debilitating or fatal. Lasting effects on the citizens of Vietnam 
and war veterans-Smith among them-are felt still today . 

By his own measure, Smith was not the same man after 
Vietnam. He and his wife divorced, and he moved repeatedly in the 
Chicago area, living on the south and west sides of the city before 
moving to the surrounding suburbs of Maywood, Bolingbrook 
(where a sister lives), and Aurora. In 1968, he founded and became 
National Executive Director of the African American Association . 
Later that same year Smith chaired a committee for Vietnam 
veterans, a group to dialogue with the House Committee for 
Veterans Affairs. Still today, Smith continues to serve as spokes­
man for thi s group's ongoing interests . 

Through his experience in these positions and work in the 
coming years with the Jesse Jackson-fo unded organization 
Operation PUSH (People Unit ed to Serve Humanity) and the 
Congressional Black Caucus on Agent Orange, Smith became 
increasingly dissatisfied with many leaders of the African ­
American community and their strategies for political and soci­
etal improvement. He was equally frustrated by the pervasive 
disinterest-what Smith called "ignorance"-among many 
African Americans about their own history. Smith became active 
with various veterans groups, working arduously to educate leg­
islators and other community leaders about the plight of black 
veterans who , Smith believed, were not receiving recognition 
for their service and ongoing suffering. 

He pursued several avenues, hoping to find a way to activate 
and inspire others while also dealing with his own pain and anger. 
In 1969, Smith began his studies at the Virginia Black Training 
Academy, earning what he still believes to be his most significant 
title, that of Ordained Minister . In this capacity, Smith became 
pastor and counselor at a Maywood church's affiliate branch in 
Memphis , Tennessee-God 's House of Prayer and Holiness-a 
penitentiary church, where he stayed for four years. In Smith's 
words , the interdenominational church was "not confined or 
boxed in to one perspective or deity, but to life character, deeds, 
word of honor."7 A natural orator, Smith would retain his inner 
desire to preach, although his pulpit would become strikingly 
different in the years that followed. 

In 1979 in Memphis , Smith met the woman he still calls his 
soul mate, Mary Golden. Returning to Illinois in 1984, Smith went 

Dr. Char les Smith , untitled, c. 1985- 1999; concrete, paint, mixed media; 95 x 31 x 25½ in.; John Michael Kohler Ans Center Collection. 
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Dr. Charles Smith , lave m Chains, c. 1985- t999; concrete , paint , mixed 
media ; 34 x 15112 x 31½ in .; John Michael Kohler Arts Cemer Co llection . 

to work for the state's Department of Rehabilitation Services, 

where he continued to assist Vietnam veterans. He also enrolled 
under the GI Bill in a cert ificate program in rehabilitativ e counsel­
ing at the University of Illin ois, Carbondale. In 1984, he fell at work 

and hurt his back and head, causing him to leave on permanent 
disability. His injurie s were aggravated by the post-traumatic st ress 

disorder he had suffered since leaving Vietnam and by drug abuse. 
Economic circumstances led him to 126 South Kendall Street in 

Aurora, a derelict property that Smith could afford and, unpredict­
ably, also found inspiring . "I was a drug addict, I was lost and con­
fused, full of hate from racist attitudes that drove me to th is point. 

But then God came and gave me just what I needed. He gave me 
a weapon that is potent, powerful , and relevant."8 

While fixing up the dilapidated house, Smith discovered that 
the building project could also be a vehicle for self-expression, 

and he began making his fir st monument, a comme morativ e arch 

inscribed with the words "we SHALL ovERCOME."The inscript ion 
was accompanied by a painted figural sculpture of an African­
American man in camouflage, seated with his hands bound. 

Working on this sculpt ure, Smith began thinking about how the 
lessons of Vietnam could reinvigorate the nation: "The country 's 

attitude toward African-American veterans was still one of total 
shame because black veterans were never honored and [were] 

totally disrespected ... and I wonder why? [The government] 
knew we were there ... they sent us."9 

Smith maintains that while suffering and sorrow are pain­
ful and unpleasant, their contrast with pleasure and joy helps 
to define the essence of those emotiona l states. Similarly, in her 
acclaimed The Body in Pain: The Making and Unmaking of the 
World, Elaine Scarry theo rizes that "pain is exceptional in the 

whole fabric of psychic, somatic, and perceptual states for being 
the only one that has no object." 10 While one might be hungry 

for food, or afraid of death, pain simply is. At the other end of 
the spectrum is imagination, composed entirely of envisioned 
"objects" with no physical reality. Scarry proposes that pain and 
imagination might function as missing counterparts, affects 

linked to the physical world by creative productivity, by work. 
Her insights help to explicate the manne r in which count less 
people make art as part of a healing process, Charles Smith 

among th em. Scarry maintains that pain, in varying degrees and 
manifestations (including torture ), "unmakes the world " of the 
ind ividu al, whereas imaginative and creative actions help to 

"remake" it . 

These concepts illuminate not only the role of art in healing 
but also various modes of cultural survival. African slaves, for 
example, retained myriad elements of cultural heritage despite 
unfathomable suffering , devising ways to "remake their world," 
be it through music, language, or art making. Further, diverse 
artists who come to creativity as a means of resolving , or work­
ing through, pain and suffering share a fundamental impetus 
of change. They also share a unifying sense of purpose: that art 
must engage with the past through emot iona lly compel ling 
visual means. Smith shares that sensibility. 

Smith 's painful imagery has perhaps been among the rea­
sons his art has been held at arm's length by many viewers. His 
experience is not unlike that of Chicago painter Leon Golub , who, 

in the late 1940s, swam against mainstream trends of abstract 
imagery, insisting on content-driven art that addressed impor ­
t ant and often horrifying issues rather than becoming mired in 
the comparatively trivial concerns of art -world fashion and style. 
Sculptor George Segal's ghostly, colorless sculptures - more 

haunting than shocking-chronicle the inhumanity of man from 



Leon Golub, lnterrogcnion I, tgSo-1981; acrylic on linen; 120 x 176 in.; Courtesy of the Broad Art Foundation , 
Santa Monica , Calif., and Ronald Feldman Fine Arts , New York. Art © Estate of Leon Golub/ Licensed by 
VACA , New York, N.Y. 

George Segal, The Holocaust, 1982; bron ze wit h wh ite patina, 11 .figures, uniqu e; uo x 240 x 210 in . Art © 

Th e George and Helen Segal Foundation / Licensed by VA CA , New York , N.Y. photo : n.d ., Allen Finkelman . 
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Dr. Charles Smith , 1/; of {I Man. c. 1985-1999; 
concrete, paint, mixed media; 3.3½ x 10½ x 15½ in.: 
John Michael Kohler An s Center Co llection. 



Dr. Charles Smith , African American Her itage Museum &'. Black Veterans Ard,i ve (site view, Aurora, 111.), 
1985-1999. photo: 199.3, James Zanzi. 

Dr . C harles Smith , African Am erican Heritage Mu seum &'. Black Veterans Archive (site v iew, Aur ora, tll.), 
1985-1999. phot o: 199.3, David Karg!. 
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Dr. Charles Smith, Memorial to an Unknown Sliwe, c. 1985-1999; concre te, wood, paint, mixed medi a; 
32 x 19 x 22 in .; John Michae l Kohler Arts Center Co llect ion. 



the Holocaust to homelessness, and like Smith, Segal shares the 

view that art must engage with the past through emotionally 

compelling means. 

Although change is an age-old ingredient in art movements, 

by the 1970s, American artists were fed up with the statu s quo. 

The dominan t art -world model of the white male artist, largely 

working in sync with art-world appetites, was being challenged 

by women and ethnic minorities, as well as artists whose work 

was dismissed by the art elite. Art made for the pristine white 

walls of the art museum was being reassessed, and alternative 

venues- including outdoor sites-arose and flourished . Public 

art gained momentum with state and federal mandates requiring 

newly constructed government buildings to include commis­

sioned works of art. In 1976, the American Bicentennial com­

memoration sparked a widespread desire to rethink the nation's 

historical memories.11 Artists viewed public forums for art on 

highly democratic terms, in direct opposition (at least on the 

surface) to more elitis t art-world institutional settings such as 

commercial galleries and museums . 

Such changes in the contemporary world of art were radi­

cal and highly visible. Regardless of the degree to which Smith 

was cognizant of this turning tide , powerful personal experi ­

ences showed him that representation-especially public 

representation-is central to power. He also began to recognize 

that the act of making sculptures not only helped him face his 

personal demons but also helped him tell stories that he believed 

must be to ld, particu larly those of racial pain and suffering in 

the history of Amer ica. In some ways, he was cleansing fester -

ing wounds, remaking a world that had been " unmade " by the 

nation 's legacy of racist violence, remaking a self undone by 

the Vietnam War and its ensuing challenges . 

One early sculpture in his Aurora environment has great 

personal meaning to Smith : a portrait of an African -American 

soldier, Sergeant Ramey, who was photographed with Smith on ly 

moments before he was killed in combat. Ramey's death had 

immeasurable impact on Smith , who made several sculptures of 

him, including one he placed on the top peak of the house and 

called a "symbolic lightning rod."The house it self gradua lly 

became a huge sculpture, as Smith additively applied and com­

bined concrete and found objects until it took on the look and feel 

of a war bunker or a mammoth cavern. Images of wide -eyed faces 

sculpted directly onto the dimly lit walls seemed to embody the 

spirits of lost soldiers . 

Working on the art environment over the years, Smith began 

to take on African -American stru ggles in greater scope, connect­

ing the dots of their history on this continent and tracing them 

Dr. ChJr!cs Smith , Mother Wilkerson- Light of the Co111mun11y. Rut , he's Tied 
Down· Underground Rarlmad Series, c. 1985-1999; concrete, paint , mixed 
media; 381h x 10 x 13 in.; John Michael Kohler Arts Center Collection. 
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back to Africa. Smith believes he was divinely inspired to create 

art that could bolster the self-esteem of African Americans and 

other minorities. In his view, the act of making art is not some­

thing one can learn in school; while one might learn a skill or style, 

learning from other people removes the artist a degree from his 

own vision, particularly if that vision stems from faith, or God. 

''I'm going into the heart of mankind-blacks, whites, Hispanics­

wherever ignorance separates us I want to be there," he remarks. 

"My act is that of Dr. Martin Luther King ... having a dream, a 

vision, and a hope for our people and a place in this world with 

respect, where one is judged by character not color."12 

With the understanding that each time "older African 

Americans pass this life, it 's like a library burned to the ground," 

Smith explores all aspects of the African-American experience, 

paying particular attention to histories of struggle, sacrifice, and 

creativity. 13 The figures that populate Smith's yard are African ­

American heroes and heroines, spiritual leaders, artists and musi ­

cians, ath letes, and personal fr iends. His subjects convey pride, 

celebrate talent , acknowledge despair, reflect endurance, and 

embody the ability to survive through resilience, humor, and joy. 

Exposing and challenging racism is Smith 's primary goal; crafts­

manship and "finished" works of art take a backseat to these 

concerns. Furthermore, Smith has vowed to chronicle and preach 

wit h sculpture as long as he is able. As site preservationist Lisa 

Stone notes, " [Smith 's environment is] not finished , it's not sup­

posed to look finis hed, and it will never be finished .... Visitors 

should be encouraged to see the site as a work in progress, where 

monuments and sculptures continually emerge, volcano -like, 

from piles of stuff." 14 

Smith's imm ense project reflects ingenious appropriation 

and reuse of disposed objects . By using discarded items from 

around his neighborhood, he incorporates many unwitting 

neighbors into the environment. He also believes that God has 

a hand in the look of each finished piece. His characters emerge 

from tree branches and found objects , establishing their oddly 

dynamic postures and exaggerated physiognomies . Flesh and 

bone emerge from substances such as plaster, concrete, and a 

wood -pulp substance he makes himself. A paint mixture that he 

concocted through experimentation adds color and life. In their 

nascent form, Smith's characters are left outs ide, exposed to the 

elements for up to six months . Metaphorically undergoing " life 

experience," the pieces endu re or deteriorate, and emerge with 

the patina of time, as though the road they have traveled was 

long and hard. Smith senses when each individual sculpture has 

become adequately weath ered, at which point he coats them 

with a final layer of his special recipe of"epoxy -rubberized paint ." 

Dr. C harles SmiLh, Somalia, c. 198s-1999; concre te, paint, mixed media ; 
20 x 17½ x 8½ in .; Joh n Michael Kohler Art s Cente r Co llectio n . 

Working on the African American Heritage Museum for fo ur­

t een years, Smith especially focused his visual communiqu es on 

ongoing elements and effects of racism in contempo rary Amer ica, 

such as those art iculated by curator Thelma Golden: 

Some statistics claim that one quarter of all black men in 
their twenties are in jail. Black men consistently lead the 
unemployment and high school drop out statistics. The 
homicide rate for black men is seven times higher than 
that for white men. Many black boys don't make it to 
adulthood and most who die do so at the hands of other 
black men.15 

Golden observes that in the 1990s both biograph ies and 

autobiographi es of African-American men emerged in greater 

numbers than in previous decades, including Henry Louis 

Gates Jr.'s memoir about growin g up in the Jim Crow South . 

Journalist Greg Tate has called som e of th ese stor ies "' new ' slave 

nar ratives-about how peop le got out , up, and som et imes over,"16 

while cultural critic Clyde Taylor compel lingly refers t o t his dis­

course as "the game ": 



The prize is precious. It is the soul, spirit, and creative 
energy of Black men themselves. The game is ironic. It 
is also oblique, since many of the Black men, players all, 
don't even know the object of the contest, have no clue 
of the rules, the stakes, or even that they are both in the 
game and the quarry. ... The prize is the souls of Black 
men, but the contest is carried out on the body of the 
Black male.17 

Smit h's sculpt ures are more often than not embroiled in 
"the game"that Taylor describes. Smith keeps records of black 
artists who, in his view, have been wronged by "t he powers that 
be." His sculptures of jazz musicians, for example, simu lt aneously 
celebrate African-American artistic genius and cultural contribu­
tions and open the door for discussion about race relations in 
America during the 1950s and 1960s. His sculpt ures of African ­
Ame rican athletes similarly celebrat e achievement while posit­
ing the historical specter of the minstrel show: men in blackface 
providing entertai nment and perpetuating racist assumptions. 

Smith's work in this vein is concurrent with that of other 
black art ists such as Michael Ray Charles, David Hammons, Adrian 
Piper, Glen Ligon, and Lorna Simpson. Jean-Michel Basquiat in 
some ways bridges Smith and these highly polished artists. Despite 
achieving acclaim in the contemporary art world, Basquiat's work 
is still debated in terms of whether its content and sty le were in­

tentional or intuitive. Golden observes that Basquiat's "trademark 
crown, which appears and reappears through much of his work , 
relates to James Baldwin's metaphor: 'African Americans need to 
reclaim their (lost) crowns and wear them."' 18 If Golden's analysis 
is accurate, then the debate is resolved: Basquiat subtly asserted 

that he knew exact ly what he was doing as an artist, yet coyly 
held that informat ion at bay from his (largely white) audience. 

One could argue much the same for Charles Smith. Indeed, 
some African -American self-taught and vernacular artists have 
been marginalized by African -American members of the art world, 
who may fear that white interest in their work is at t he expense 
of trained artists and is ultimately another way of holding the 
trained black artist at arm's length . To a large degree, the art world 
has been w illin g to allow a highly educated artist such as Ligon to 
splatter canvases with racist epithets because his intentionality 
is clear and forceful, whereas Smith-whose intentionality with 
regard to his finished product is, perhaps, more ambiguous-is 
often dismissed as an untrained artist producing unsophisticated 
work. Smith has boldly taken on the self -appointed tit le "Dr."­
like Basquiat's signature crown-to indicate his keen awareness 
t hat his stat us as an untrained artist has heaped another layer of 

discrimination onto his creative practices, and, importantly, to 
insist that his life lessons have been highly instructive. 

In large, Smith sculpted an educational environment where 
Martin Luther King Jr. and Malcolm X testify while a black "drunk 
driver" elsewhere sits disgraced. In Smith's world , images of grand­
mothers were juxtaposed with those of vio lent gang members, 
slaves with bleeding welts, African tribal figures, and children play­

ing games. Cultura l ancestry is blended with deta ils of American 
history: figures representing the nineteenth-century Underground 
Railroad stand next to African-Ame rican icons such as Louis 

Armstrong and Serena Williams. As Lisa Stone writes , "The African 

American Heritage Museum & Black Veterans Archive is equal 
parts memorial and mirror , commemorating and reflecting the 
complexity of late twent ieth century life, and its elaborate , and 
at times bewildering, commingled histories." 19 

Smith himself described walking through his art environment 
as "being inside a collage."20 In the tradition of African -American 
yard shows, Smith's complex environment exemplifies anthropolo­
gist Grey Gundaker's observation that such manifestations of 

home and identity are "aesthet ically replete and pitched at a high 
level of intensity." 21 Visually preaching at a fever pitch, Smith's 
dense environment grew organically yet with determination; 

Smith found power radiating from what he himself had made. 
He allowed the site to generate its own power, to stay firmly 

rooted in history while insisting on the framework of the pres­
ent. The site's flux and fluidity were central, and when Smith 

was not making new sculptures for the site he was rearranging 
others, such that audiences never had the same experience twice . 
Smith's outdoor museum was very much a living art form ; indeed, 
Stone observes that the most constant element at the site was 

that of change. 

Change also meant damage, and by 1999, with approxi ­
mately six hundred works populating his environment, some of 
Smith's most important pieces were in significant need of repair 
and ongoing care. Smith recognized that many of his sculptures 
had deteriorated well beyond the desired stages of "weatheri za­
tion ," and that they needed help. After years of seeking assistance 
to build and maintain his project , Smith began working with the 

Kohler Foundation to preserve 448 indiv idua l works of art from 
the origina l African American Heritage Mu seum & Black Veterans 

Archive. Hoping to have his work safeguarded for the f uture , and 
wanting to begin new projects in the same vein, Smith asked the 
Foundation to move vulnerable pieces off -site for conservation, 

to be subsequently housed indoo rs, at the John M ichael Kohler 
Arts Center and other institutions in the United States that 

wou ld be able to offer his work to widespread audiences. Taking 
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Dr. Charles Smith , George \Mtshingron Ce1ruer, c. 1985- 1999; co ncrete, paint, mixed media; 31 x 16 x 15 in .; 
John Michael Kohler Arts Cente r Co llection. 



Dr. Charles Smith , Malcolm X. c. 1985- 1999; concrete, paint , mixed media ; .30½ x 21 x 18 in .; 
John Michael Kohler Art s Center Co llection. 
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Dr C h<1rles Smith , untitl ed, c. 19tlc;-1999; co ncrete, paint, 
mixed medi,1; 37½ x 13½ x 1tl in .; John Michael Kohler 
Art s Ce nter Collection . 



Dr. Charles Smith , Impoverished Family, c. 1985- 1999; concrete, paint, mixed media; 57 x 22 x q in . 
and -18 x ll ½ x 8 in.; John Michael Koh ler An s Cente r Co llection . 
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Dr. C harles Smith , Ord Scou-As ked Supreme Court to Free Him, c. 1985-1999; concrete, paint , mixed media; 
35 x 25 x 15 in .; John Michael Kohler An s Ce nter Co llection. 



Dr. C har les Smith , \Voman wi1/1 Fcrncy Earrings. c. 1985- 1999; concre te, pa int, mixed media; 36 x 18 x 10 in.; 
John Michael Kohler Ans Ce nte r Co llection . 
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Dr. C har les Smith , Horn Players: Lotus ArmSTTong Series, c. t985- 1999; co ncrete, 
paint , mixed media; 32¾ x g½ x t3½ in . and 35 x 10 1/2 x 15 in .; John 
M ichael Kohler Art s Ce nt er Co llect ion . 

Dr . C har les Smith , Dancers: aralie Cole Senes, c. 1985-tggg; concrete, 
paint , mixed media; 43 x 20½ x L2 in .; John Michae l Ko hler Art s 
Ce nter Co llect io n . 



a philosophical stand on the dismantling of the environment, 

Smith sees opportunity:"Each piece, to me, is like a seed planted 

and every place it goes it will tell the story of what I tried to share."22 

With the Aurora site predominantly dismantled and new 

opportun itie s presenting themselves near his birthplace, New 

Orleans, Charles Smith (one of only three living artists discussed in 

depth in this volume), continues to work on more than one sculp­

ture environment, all the while preaching about morality and 

history , suffering and healing . 
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