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Kim Dingle 

Born in 1951 in Pomona, California, Kim Dingle lives 
and works in Los Angeles. She earned a Bachelor of 
Fine Arts from California State University, Los Angeles 
(1988) and a Master of Fine Arts from Claremont 
Graduate School (1990). Dingle was included in the 
2000 Whitney Biennial, and her work appeared in the 
major group exhibition “Sunshine and Noir: Art in L. 
A., 1960-1997,” at the Louisiana Museum of Modern 
Art, Humlebaek (1997), which traveled to several 
institutions in Europe and the United States. In 2000, 
Dingle took an unintentional hiatus from painting when 
she opened a restaurant in the middle of her studio 
called Fatty’s & Co., a successful vegetarian restaurant 
in Los Angeles, which she sold in 2013. Recently, she 
opened a Wine Bar for Children at Coagula Curatorial, 
Los Angeles (2013-2014) (and was never arrested), and 
had a solo exhibition at Susanne Vielmetter Los 
Angeles Projects (2017). Among public collections 
owning her work are the Denver Museum of 

Contemporary Art; Los Angeles County Museum of Art; Museum of Contemporary Art, Los Angeles; 
Museum of Contemporary Art, San Diego; National Gallery of Art, Washington D.C.; San Francisco 
Museum of Modern Art; Seattle Museum of Contemporary Art; Smithsonian American Art Museum, 
Washington D.C; and the Whitney Museum of American Art, New York. Dingle had her first solo show at 
Sperone Westwater in 1998 and subsequent exhibitions in 2000, 2007, 2012, and 2018. 
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The French word précaire indicates a socioeconomic insecurity 
that is not as evident in the English term precarious; 
indeed, précarité is used to describe the condition of a vast 
number of laborers in neoliberal capitalism for whom 
employment (let alone health care, insurance, or pension) is 
anything but guaranteed. 
—Hal Foster, Bad New Days: Art, Criticism, Emergency 
 
There are two alarms in Los Angeles: short, pulsating screeches 
for an earthquake and long hoots for a fire. I have never heard 
the former—a blessing that verges on pathology, a hanging fruit 
gone overly ripe. Over time, the threat of disaster constitutes the 
disaster itself. It’s been 25 years since the San Andreas Fault’s 
last major movement, a 6.7 on the Richter scale that hit the San 
Fernando Valley in the middle of the night in 1994. My 
childhood home, they told me, smelled like barbecue sauce. 
Like notches on a ruler, or a bedpost, periods of time lacerate 
themselves against the Californian. One precarious metronome 
often births another: like the sound of a skateboard on a 
sidewalk, a year without another earthquake shoves the 
Angeleno into the ever-greater probability of the next Big One. 
I hear a skater go by outside, dreading the misstep. Ka-dunk, ka-
dunk. He stops, and my temporal matrix lurches. 
 
My dreams have gotten worse since I started hostessing at a 
literally “high-end” restaurant downtown—the one at the top of 
the tallest building in Los Angeles. If you’re from a fault line, 
you know the ritual: What building would you least like to be in 
when it happens? We know how to look above us for power 
lines, telephone poles, eucalyptus trees. Recently, I have begun 
to feel like working at the 1,000-foot-high restaurant is akin to 
being inside God’s Jenga. The collapse, be it mental or physical, 
is unquestionably imminent—if not already upon us. One night 
in my sleep, a party of eight showed up unannounced. In 
another, my manager asked me, what are you thinking?, and I 
stared back blankly, unable to tell him that my legs had turned 
into a sludge the color and weight of our mushroom entrée. 
Working in a restaurant is to live on the edge of emergency, a 
breed of which no one can understand until they’ve walked in a 
large circle for six hours handling the requests of the gluten-free. 
Or, more realistically, working in a restaurant is to live inside a 
disaster of both personal and political proportions—a disaster 
that has happened, is happening, and will continue to happen. 

Kim Dingle, The Lost Supper (general 
maintenance), 2006. Oil on mylar, fifteen panels; 
90 x 72 in. (overall). Courtesy of the artist and 
Vielmetter Los Angeles. Photo: Robert 
Wedemeyer. 

I Will Be Your Server (The Lost Supper 
Paintings), installation view, Vielmetter Los 
Angeles, Culver City, California, March 2-May 
4, 2019. Courtesy of the artist and Vielmetter Los 
Angeles. Photo: Robert Wedemeyer. 
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Artist and former restaurant owner Kim Dingle captures something of the deep end of precarity: the service 
industry. 
 
Dingle’s 2019 show at Vielmetter Los Angeles, I Will Be Your Server (The Lost Supper Paintings), is an 
extension of an earlier undertaking that began while Dingle was still running a restaurant called Fatty’s in 
Eagle Rock—the establishment closed its doors in 2013. She began producing work inspired by the 
“urgency, drama, and brutal stress of Fine Dining” for a 2007 show, Studies for the Last Supper at Fatty’s, 
at New York gallery Sperone Westwater.1 Dingle weaves a captivating web around the origin of the 
paintings at Vielmetter. The work, she says, was “lost” after being stored in pizza boxes following the close 
of the restaurant. (The large-scale paintings are comprised of smaller squares of vellum seemingly taped 
together, each square roughly the size of a pizza box.) Over ten years later, Dingle’s paintings were 
unearthed from storage and put on view. This whimsical narrative sets the tone for the exhibition, which is 
both Seussian in its playfulness and indicative of the self-compromising onslaught of work in the service 
sector. 
 

 
I Will Be Your Server (The Lost Supper Paintings), installation view, Vielmetter Los Angeles, Culver City, California, March 2-
May 4, 2019. Background left: Studies for the Last Supper at Fatty’s (Wine Bar for Children II), 2007. Vellum framed in powder 
coated welded aluminum, diptych; forty panels total, 77 1/4 x 243 1/2 in. (overall). Background right: Watermelon Martini, 2006. 
Oil on vellum, sixteen framed panels; 77 1/4 x 96 1/2 x 1 in. (overall). Courtesy of the artist and Vielmetter Los Angeles. Photo: 
Robert Wedemeyer. 
 
What circumstances led an established artist to “lose” her paintings? The answer may lie in Dingle’s furious 
depictions of her “fat white-frocked everygirls” in a fancy dining establishment. Whirls of white socks and 
tumbleweeds of hair fill each canvas as the girls vault between positions as servers and as customers, 
destroying (and getting destroyed by) everything around them. In Watermelon Martini (2006), girls line up 
along a dinner table, some in chairs, some falling off of them. Blooming white dresses stand in contrast 
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with the brown skin of some of the girls—it’s a self-consciously 
diverse group—but many of them are also headless, their faces 
replaced by more carefully painted green glass bottles and a 
single pink martini glass. It’s like a bomb went off in a Catholic 
day school and our truants broke into the Vin Santo. Dingle 
revels in ambiguity, but not ambivalence—her girls are violent, 
playful, overwhelmed, servile, cute, and raucous. Though her 
work’s subject matter lives in a politically rife, 
underrepresented, and overpopulated corner of the 
socioeconomic world—the hospitality industry—its message is 
far from didactic and resists easy summation. Dingle’s girls 
were raised on the clock and under the whip, and their reactions 
to the omnipresence of control are satisfying (f*ck you, I’ll do 
what I want!) while still suggesting a kind of looming, powerful 
darkness that dictates their every move. Dingle’s young girls 
play as they work and work as they play, pushing the paintings 
towards a terrifying and gleeful realization of the précarité of 
contemporary life. 
 
One of the paradoxes of Dingle’s work lies in her relation to her 
subject matter—as a restaurant owner, she is the de facto 
capitalist, possessing enough surplus to start a business and 
employ members of the wage-earning class. Writing for Yale’s Post45 on the “painful repetition” of service 
work, John Macintosh speculates that “those in a position to represent their experience are atypical not only 
of the restaurant industry, but the service sector as a whole.”2 Surely Dingle occupies this “atypical” 
category as an artist who, as she says, “accidentally opened a full service restaurant in the middle of my 
studio in Eagle Rock.”3 Dingle’s small operation demanded of her a plethora of tasks that would normally 
fall to non-stake-holding employees: the artist says she was responsible for “wine and janitorial.”4 Small 
business owners like Dingle take financial risks in order to get their establishments off the ground—a kind 
of risk that strictly binary assumptions of capitalist v. proletarian often fail to acknowledge.5 Dingle’s young 
girls offer a similarly loaded ambiguity; they are both privileged, messy customers and waitresses driven 
to the brink. Her figures are anti-work and anti-play, compelled by an un-fun desire for workaday 
destruction. While Dingle remains a member of an exclusive class of individuals who can employ others, 
she still manages to capture much of the truth of restaurant work. Her efforts to evoke the mania of the 
hospitality industry through anarchic female toddlers suggest that waitress, owner, and even customer may 
be possessed by the same impulse to blow it up, all of it—the time clock and the payroll, the entrée and the 
appetizer. 
 
Upon entrance to the gallery, a scowling, gray-haired girl peers down at the viewer (I WILL BE YOUR 
SERVER, 2005). The titular phrase is scrawled in a ghoulish, horror-movie typeface directly on the wall. 
The text is an inextricable (and presumably un-monetizable) part of the show: it cloaks the gallery, a 
shrouded declaration that infuses every work in the exhibition. The gray-haired “server,” complete with 
Dingle’s characteristic white frock, matching visible underpants, and black Mary Janes, replicates and 
dissipates across the paintings—she never appears again with such clarity. In Studies for the Last Supper 
at Fatty’s (Wine Bar For Children II) (2005), a crowd of girls sits at a dinner table with their backs to us. 
Their faces are depicted with strikes of black paint, their dresses gashes of white. It is no longer clear if 
these girls are indulging or assisting in dinner service: one figure appears to bend over a chair as though to 
push it in for a guest, while another bearing her same uniform sits propped on a stool, drinking from a 
martini glass. The girls’ ambiguous actions indicate a comic confusion of play and work, an aesthetic 

Kim Dingle, Table Tipping, 2005. Oil on mylar, 
fifteen panels total; 90 x 72 in. (overall). 
Courtesy of the artist and Vielmetter Los 
Angeles. Photo: Robert Wedemeyer 
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category dubbed the “zany” by critical theorist Sianne Ngai. Typified by characters like Lucy Ricardo of I 
Love Lucy (1951–57) and Jim Carrey’s role in The Cable Guy (1996), the zany suggests the “exhausting 
and precarious situation” demanded of workers in post-Fordist capitalism, where “the concomitant 
casualization and intensification of labor” results in a “paradoxically entertaining failure to be 
joyful.”6 Dingle’s Wine Bar For Children (also the name of her 2013 exhibition at Coagula Curatorial) 
turns a space for working adults with dispensable income into one for children. The “casualization” of labor 
means that working looks a lot like playing, and vice-versa. Yesterday, a friend told me that at IBM the 
term work/life balance has fallen out of favor. In its place is the almost too-perfect Ngai-ian work/life 
integration.7 Think team-building exercises, “emailing,” work lunches, and board retreats. Work has 
transcended the now desirable 9-to-5; we are 24/7, 365. Even the epitome of un-work—the child—finds 
herself getting a glass of fifteen-dollar Pinot with the girls. In Dingle’s world, everybody needs a drink—
even toddlers. 
 

 
Kim Dingle, The Lost Supper (cherry rickey), 2007. Oil on mylar on panel, nine panels total; 54 x 72 in. (overall). Courtesy of the 
artist and Vielmetter Los Angeles. Photo: Robert Wedemeyer. 
 
Ngai’s aesthetic of zaniness refers to a rising archetypal figure in late capitalism as well as a stylistic or 
formal quality in works of art. If the zany contests “the stability of any formal representation of personhood 
by defining personhood itself as an unremitting succession of activities,” then Dingle’s furious brushstrokes 
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leave her girl right where she should be: unrealized and 
caught in the flurry of constant event.8 In Table 
Tipping (2005), a brown table and glasses are painted 
starkly, while billows of white, black, and brown are all 
that remains to suggest our familiar girls. The Lost 
Supper (cherry rickey) (2007) shows five figures facing 
the viewer. The exact position of each girl is unclear, as 
they appear to be in the midst of movement; one figure 
stands on her chair, her dress flung behind her, while 
her arm appears to merge with the appendage of the 
toddler sitting by her side. Their brown hair and skin 
seem to bleed into the canvas, creating brackish clouds 
over the dinner table. Dingle’s diverse casting is 
sometimes unrealistically utopian, conjuring a world 
where non-white and white girls suffer the exact same 
punishments for public misbehavior: self-destruction. 
The roughly hewn, activity-centered paintings 
emphasize the effects of late capitalist zaniness on 
every figure at the expense of distinguishing the 
different (and more fatal) ways service work affects 
women of color.9 It is as though the near-deadly 
bacchanal of their workplace/playground—what’s the 
difference?—has deteriorated the outlines of their faces 

and bodies, be they what Dingle calls “Van Dyke brown” or “pinky white.”10 Constant work and event 
seem to overtake and ultimately define each girl, a process that seems to apply not only to Dingle’s 
characters but also to Dingle herself. The rushed, motion-oriented paintings manifest the movement of the 
body demanded by restaurant work. Dingle’s brushstrokes imply the artist’s gesticulations as immediately 
as they evoke the girls she depicts; I can imagine Dingle handing menus to customers or explaining a dish 
with the same actions she performs with a paintbrush in hand. The loose and frantic brushwork that typifies 
Dingle’s style is emblematic of a larger condition within contemporary life, where “unremitting activity” 
is increasingly concomitant to the self. 
 
The collapse of personhood under the work-or-play regime persists throughout Dingle’s work, where 
objects of the restaurant interpolate the girl until she crumples into the easel. On first glance, the paintings 
appear to be fun, expressive romps through the gardens of consumption—before we realize that whoever 
led us to our table is near-dead, her face mottled and her dress askew. In Chocolate Batter (2005), a figure 
pours black liquid out of a large blue bowl that obscures her face and body—all we see are her bare, chubby 
white legs. Here, objects of food service swell with precision and clarity while the girls are obliterated, their 
faces flicks of paint on canvas. This is true across the exhibition: bowls, cakes, bottles, and wine glasses 
are painted starkly when compared to the evocative gestural style used to depict Dingle’s young girls. In 
the last room of the exhibition, we are greeted with the refuse of a dinner service, girls absent—save one. 
In The Lost Supper (janitorials) (2006), a girl collapses into a yellow mop bucket, either stuck or too 
exhausted to move. Soap suds cover her body, their color mingling with the white of her dress. The effect 
is haunting: as much as we want to dismiss the girls as playful and uninhibited, here she is literally drowning 
in work, covered in it, becoming it. Yet almost more striking are the paintings where she is absent. Untitled 
(Dinner Plate) (2005) features three tall stacks of white plates, which appear to extend beyond the canvas 
in all directions. The painting is surprisingly stark and minimal for Dingle: each plate is confined within its 
own clear margins, piled neatly on top of another. The Lost Supper (general maintenance) (2006) is 
messier, showing tubs of frothy water and food-covered plates spilling over the edge of a dish pit and into 

Kim Dingle, The Lost Supper (janitorials), 2006. Oil on 
mylar, twelve panels total; 72 x 72 in. (overall). Courtesy 
of the artist and Vielmetter Los Angeles. Photo: Robert 
Wedemeyer. 
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three trash cans. While the workers are almost absent, 
the work is not: the seemingly endless clean-up of the 
dinner implies a staff that does not need to be actually 
imagined in order to be present. The metonymy is 
complete: Dingle’s girl is interchangeable with stacks 
of plates and murky water—her toddler face and body 
become one oversized blue bowl. 
 
Dingle’s work lets us imagine a skintight precarity that 
hinges on a type of self-obliteration in an environment 
defined by constant work, work that increasingly looks 
like the most desperate, vicious form of play. In 
psychoanalyst Donald Winnicott’s 1965 theory of 
psychosis, the psychotic “breakdown” is defined by “a 
failure of a defense organization”—the “defense 
organization” being the formulation of the ego and the 
self, an organization that is infantile and shapeless in the 
moment of crisis.11 Looking at The Lost Supper 
Paintings, Dingle’s girls seem more and more akin to 
working women who wear their girlishness like a mask, 
compelled into childhood by a hospitality mandated of 
dinner guests and waitresses alike. Dingle’s dangerous 
girls are always women, already women—
women because they work, not in spite of it. Their 
occupation of a myriad of roles—server, janitor, 
drinker, eater—suggests the collapse of any 
environment free of what is demanded by the 
workplace. Dingle’s paintings show us Winnicottian 
psychosis in brackets, figuring the restaurant as a place 
that reduces adults to an “infantile and unformed” 
state.12 Her infants are made to work like adults—to “happy-hour” like adults—and in turn her presumably 
legal employees act out infancy for the tipping populace. In this way Dingle shows us, finally, that precarity 
is democratic in its subjection: nobody is left unscathed. In fact, nobody is even left alive. 
 
John Macintosh argues that repetition is the quality of service work that makes it so hard—even boring—
to render, leading to a strange dearth of imagery for an experience so common to the young American 
worker. He proposes “service as a holding pattern,” a place cordoned off from the world, outside of which 
life happens.13 He’s right. Dingle’s paintings feel, sometimes, strangely niche. The exhibition at Vielmetter 
mimics the plot of a three-course dinner: we meet the girls (appetizer), we see their violence (entrée), and 
we see its effects (dessert). The consequence of this is to leave the gallery with the notion that the story has 
ended, fin. Perhaps this is Dingle’s lavish cruelty: to imagine service work as a pattern that withholds the 
promise of a future to its participants. This is what makes precarity so unspeakably difficult to represent: it 
is life lived in the cul-de-sac of meaning, propelled by the mandates of living (joy, work, children, food) 
but without the security and stability necessary for flourishing. It’s also what makes Dingle’s work so 
fascinating; paradoxically fun and fatal, her paintings evoke girlish frivolity while imagining genuine 
brutality and total anarchic destruction. If words like precarity imply a level of balance or on-the-edge 
suffering, Dingle’s work explores the real world of precarity that is already a disaster—disaster in the 
everyday, disaster in the how can I help you and the have a good night. Say thank you, I remind myself as 
a party of four gets into the elevator. I say it, and then I say it again. The “animated suspension” of a working 

Kim Dingle, Untitled (Dinner Plate), 2005. Oil on canvas, 
72 x 60 x 1 1/2 in. Courtesy of the artist and Vielmetter Los 
Angeles. Photo: Jeff McLane. 
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life is experienced as a genre of mounting emergency and, in Dingle’s paintings, it is depicted as such.14 The 
Lost Supper Paintings are a nightmarish trip down reality lane. 
 
Claudia Ross is a hostess from the San Fernando Valley. 
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Love Mooney-Martin, Lucia. “Muscle Memory: Kim Dingle talks about her Blindfold paintings with 

Lucia Love Mooney-Martin.” www.artcritical.com (artcritical), 1 March 2018. 
 

 

 
Installation shot of the exhibition under review, Kim Dingle: Painting Blindfolded, at Sperone Westwater, 2018 
 
In case anyone is wondering if the title of this show is metaphorical, Kim Dingle has actually chosen to 
create an entire body of work blindfolded. These gestural, immediate, expressionistic compositions are 
formed by a few sweeping brush strokes dashed across Plexiglass panels, mostly in black and white, with 
the occasional accenting fleck of a primary color. But while the title is literal, the action of taking a brush 
to these industrially uniform surfaces without the aid of sight is nonetheless a meditation on where 
knowledge is stored. 
 
For most of Dingle’s career, the artist has been known for sculptures and images of a pugnacious little 
avatar she has named Priss, a character inspired by her niece whose formative years were a pendulum swing 
between prim Sunday special attire, and head banging flights of havoc. Unfortunately, when an artist 
becomes known for some specific content, they often feel obligated to produce visually related material in 
perpetuity. As a joke about feeling the pressure to maintain continuous mechanized production to feed this 
media leviathan, Dingle tells me, she would exclaim to friends, “I’ve done these Priss works so many times 
already, I could do them with my eyes closed. I could do them blindfolded… oh. Wait. Is that true? That’s 
an idea! I will do them blindfolded!” 
 
The result of this initial frustration eventually gave way to emotional discovery. “When I take the blindfold 
off, the first thing I do is laugh with relief. Nothing comes out right. The girl’s socks are off to the side, and 
well, that dress is floating a little high. Each piece is a challenge, but I end up showing every one.” 
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This all-inclusive attitude comes from an experiment put 
forward by Tom Hatten, a television personality from the 
1950s. As host of the Popeye Show he staged a contest 
where kids were invited to draw a squiggle that Hatten 
was then required to transform into a character. If he was 
unable to do so, the squiggler won a free bike. Usually, 
however, through free association, he found something 
within the kiddy abstraction. This stuck with Dingle, who 
now believes that every move is imbued with the 
possibility for recognition. As a poetic gesture, the artist 
has also been writing blindfolded on an iPad. While the 
writing is illegible, upon inspection some intonations 
arise from the garbled text. Fingers miss their mark on the 
keyboard, but the rhythm of speech is still evident. This 
led Dingle to muse upon the underlying muscle memory 
guiding all physical expression. “The thing about muscle 
memory is that I can’t be blindfolded and expect to paint 
Picasso’s Guernica. His figures aren’t within me. I 
haven’t practiced that dance. But I could imagine the 
composition, and make my own Guernica, with my girls.” 
 
Muscle memory is formed through habitual repetition and 
is stored in the cerebellum, way back behind our verbal 

centers. It is this subconscious experience that David Salle prizes in the seasoned painter. In “How To See” 
he argues that time spent in repetition enriched the output of painters like Alex Katz and Malcom Morley. 
Their practiced movements smoothed with the confidence of a lifetime of committed depiction. 
 
For Dingle it is remembering the steps of a dance that resonates through her fully intuitive process. 
 
According to Professor Patrick Haggard (of the Institute of Cognitive Neuroscience in London) when a 
ballerina commits a routine to memory, proprioceptive cognitive ability runs its course. This is an automatic 
function of the brain. It receives signals automatically about the physical makeup of each moving part of 
the body, and creates a spatial model of it within our subconscious mind in order to navigate. This activity 
in the cerebellum is heightened for anyone who periodically runs the same physical routine. 
 
As a final barrier to her conscious, verbal mind hijacking a state of free figuration, Dingle makes sure to 
occupy her frontal cortex with some trashy talk radio. “I can’t listen to any heartbreakingly beautiful music 
while I’m making these paintings. It would distract me from becoming distracted, send me down a river of 
feeling.” Much of this process of stripping away the usually integral senses tied with viewing art seems tied 
with eradicating socially elicited emotions. After decades of living with Priss, Dingle has made her way to 
the deepest memory center of her mind, the one that can operate without rational calculations of audience 
approval or shame. 

Kim Dingle, Untitled (not to worry), 2017. Oil on 
Plexiglas, 51 x 41 inches. Courtesy of the artist and 
Sperone Westwater 
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Yau, John. “Painting by Touch, Not by Sight.” hyperallergic.com (Hyperallergic), 28 January 2018. 

 

 

 
“Kim Dingle: Painting Blindfolded” at Sperone Westwater, installation view (images courtesy Sperone Westwater) 
 
Kim Dingle is an artist with a history of working under preconceived constraints. 
 
Priss showed up in the art world in the mid-1990s. She was a feisty, anarchic bundle in a white dress and 
Mary Jane shoes, her Sunday best. Simultaneously three and 30 years old, she looked determined to punch 
you in the nose if you got close enough. In some manifestations she wore black-framed glasses. Other times 
she didn’t. She had a friend who looked exactly like her, but her skin was brown. I remember one work 
where she had pulled up her dress to show off her tattoo. When Priss is in 3D, she is usually standing in a 
crib. In paintings, she gets into fights, runs with a posse, and causes trouble. 
 
In an interview conducted by Carolina A. Miranda that appeared in the Los Angeles Times (November 8, 
2017), Kim Dingle talked about the origins of Priss: 
 

I was in the old LACMA [Los Angeles County Museum of Art] … in the American wing, and I 
was looking at these paintings by limners. Before photography, limners went around the country 
and they painted portraits of people. Limners were no Rembrandts. They were really bad. You’re 
sitting in your farmhouse and you haven’t seen anyone for a month and then this limner comes 
along and says he will paint you. They all have these stony faces. And the one thing I noticed about 
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limners is that when it came to children, they took adult heads and shrunk them down to the size of 
a walnut and put it on a little body. 

 

 
“Kim Dingle: Painting Blindfolded” at Sperone Westwater, installation view 
 
Much to her chagrin, Dingle is probably best known for inventing Priss. Her exasperation led her to make 
the work featured in her fifth New York exhibition since 1994, Kim Dingle: Painting Blindfolded at Sperone 
Westwater (January 10 – March 3, 2018). In her conversation with Miranda, Dingle revealed that the idea 
for this exhibition came to her while talking with her Los Angeles dealer, Susan Veilmetter during a studio 
visit. Expressing her resistance to doing any more paintings of Priss and her friends, she declared: “I could 
do these blindfolded.” Around the tenth time Dingle said this, she knew what she had to do: 
 

It was a technique and a challenge. You are using your senses and every fiber of what you know. 
You use your hands. You use your touch. It could have been such an utter failure. 

 
The idea of working under a preconceived constraint and following through on it is something that Dingle 
has done before. In 1990, she did a series of map paintings based on other people’s memories, outlining 
silhouettes of maps on a loosely painted monochromatic ground. The painting’s titles tell all: “Maps of 
Canada drawn from memory by American citizens” and “The United Shapes Of America, (As Drawn From 
Memory By California Grad Students)” (both 1990). 
 
Dingle has made different bodies of work using found materials, ranging from a gumball machine to sepia-
toned photographs of children. She has designed wallpaper and made installations, some of which involve 
enlisting young children to paint on the wall. Children, violence, and race have been recurring subjects 
throughout her career, but – and this one reason I am a fan – she always seems to do something unexpected. 
She has never settled for a brand: no butterflies, spots, or other signature motifs for her. 
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 In a recent group of paintings, which were not included 
in this exhibition, Dingle painted on OSB (Oriented 
Stand Board), a kind of engineered lumber. She used 
the visible strands and shapes found on the surface of 
the compressed layers to determine where she put the 
paint. The focused determination she brought to the 
arbitrariness of the variegated surface sets loose all 
sorts of thoughts and associations. 
 
Whatever medium Dingle uses, her approach calls to 
mind Sol Lewitt’s manifesto, “Sentences on 
Conceptual Art” (1969), which includes these 
statements: 
 

Irrational thoughts should be followed 
absolutely and logically; If the artist changes 
his mind midway through the execution of the 
piece he compromises the result and repeats 
past results; The artist’s will is secondary to the 
process he initiates from idea to completion. 
His willfulness may only be ego. 

 
There is a film of Dingle making the paintings 
blindfolded, which I did not see. She does them on 
similarly sized pieces of Plexiglas in black, white, and 
gray on a gray ground, with strokes of yellow and red. 
Forms are outlined in either black or white. A 
dachshund consists of a wide line that goes from a solid 
color to a dry brush, suggesting that the artist drew it 
with two or three lines. She might wipe an area out and 
remake the marks or shape. The paintings seem like 
they were done premier coup, in which nothing is 
permanently erased: every move is seen. 
 
Willem de Kooning did a number of drawings with his 
eyes closed. The art historian Richard Schiff has argued 
that this technique: 
 

[…] allow[ed] de Kooning to circumvent what 
was for him the more intellectual and 
regulative organ, the eye, lest it inhibit the 
more physical organ, the hand. 

 
In 1953, while he was in the army, where he was trained 
as a cryptographer, Cy Twombly would rent a hotel 
room when he was not required to be on base and make 
drawings in the dark. Both de Kooning and Twombly 

Kim Dingle, “Untitled (is that a wiener)” (2017), oil on 
Plexiglas, framed, 51 x 41 x 2 1/2 inches 

Kim Dingle, “Untitled (portrait of the artist as a young girl 
without glasses)” (2017), oil on Plexiglas, framed, 51 x 41 
x 2 1/2 inches 
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wanted to interrupt the bond between hand and eye, and unlearn what they had been taught to do. 
 

   
L: Kim Dingle, “Untitled (tragedy on interstate 15)” (2017), oil on Plexiglas, framed, 51 x 41 x 2 1/2 inches; R: Kim Dingle, 
“Untitled (where did you get your shoes)” (2017), oil on Plexiglas, framed, 51 x 41 x 2 1/2 inches 
 
In the most recent works in Blindfolded, large drawings done with a brush on the unforgiving surface of 
Plexiglas, the line seems tender, awkward, and vulnerable, as well as confident, smart and funny. 
Compositionally, she tries to keep the figures separate from each other to avoid unintentional mashups. 
Circumvention was the hallmark of the paintings she made based on the memories of others. Although 
capable of making fluid lines, she committed herself to enlarging and copying awkward shapes to make her 
map paintings. Her undertakings are sharp, funny, and ruffling. I think she is far more interesting than many 
of her more celebrated and dependable LA counterparts. 
 
Kim Dingle: Painting Blindfolded continues at Sperone Westwater (257 Bowery, Lower East Side, 
Manhattan) through March 3. 
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Black, Ezrha Jean. “Artillery Best in Show 2017.” artillerymag.com (Artillery), 2 January 2018. 

 

 
 
Staff Writer Ezrha Jean Black Picks the Top 10 Highlights from a spectacular year of gallery and museum 
shows 
 
The experience of art in Los Angeles is always both very specific to its localized encounter and acutely 
conscious of its engagement with the world. As political forces outside California moved to further isolate 
us in 2017, that dialogue and artists’ sensitivity to the global implications of their work have only 
intensified. To move through the many memorable art shows this past year in Los Angeles was to feel 
positioned simultaneously atop a desiccated California riverbed and the cracking Antarctic ice shelf. While 
many of us reeled into this year in commingled disbelief, dislocation and dejection, the best of these shows 
looked to a point of consciousness both informed by and well past these dislocations and disruptions. It was 
a year of both revelatory confrontation and rediscovery, frequently in the same show. Much of the work in 
these highlighted shows was in preparation long before this past year or even the entire 2016 political year. 
Nevertheless, each, on one or multiple levels, responded trenchantly to the contemporary moment—even 
those that looked back to a historical moment long past. 
 

8. Kim Dingle: YIPES 
Susanne Vielmetter Los Angeles Projects / October 14–
November 11 
 
It’s a small world in a chaotic universe—and with an oversized 
tantrum-throwing toddler in the U.S. capital magnifying the 
‘butterfly effect’ to the power of ten, Dingle brought her own 
‘Priss’ and trademark companions to wreak havoc with process-
as-usual and dig her (their/our) magnificent way out of the cake 
and into a pre-nuclear dawn. 

Kim Dingle, CRUSH (blue loops, lamps), 2016, courtesy of 
the artist and Susanne Vielmetter Los Angeles Projects, 
photo by Robert Wedemeyer 
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Miranda, Carolina A. “Q&A How Ed Sullivan, girls gone wild, an alligator and blindfold painting shaped 

the art of Kim Dingle.” www.latimescom (Los Angeles Times), 8 November 2017. 
 

 

 
Kim Dingle’s one-woman show at Susanne Vielmetter Los Angeles Projects features her ferocious little girls — as well as new 
abstractions. (Carolina A. Miranda / Los Angeles Times) 
 
If the paintings of Kim Dingle sometimes look as if they’ve been attacked by a 6-year-old gone berserk on 
a sugar high, it’s probably because they have. 
 
The Los Angeles artist is known for creating paintings and installations that feature little girls in feminine 
frocks wreaking all manner of havoc. For some of her installs, she will enlist the child of a friend to add the 
finishing touches: a crayon scrawl on the walls, piles of silly string underfoot, assorted bits of detritus. To 
help unleash the creative juices, Dingle has been known to supply her workers with generous amounts of 
candy. 
 
“Sometimes I need an assistant,” she deadpans. “A very short assistant.” 
 
Dingle’s unorthodox working methods are on view at Susanne Vielmetter Los Angeles Projects in Culver 
City through Saturday, where she is displaying a number of works new and old. 
 
This includes an installation that features her destructive little girls — which she first began making in the 
1990s. It also features an assortment of new works, such as her recent “Crush” paintings — a series that 
functions a bit like a copy of a copy of a copy. The paintings begin as works on glassine, which she then 
photographs. Then she paints over the photograph to create the final painting. The glassine is then displayed 
in a crumpled stack on the floor before the final painted work like a postmodern diptych. 
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In addition, there is a series of abstractions inspired by the patterns of construction boards she acquires at 
Home Depot. 
 
But perhaps the most sensational pieces are Dingle’s “Blindfold Paintings,” in which she renders her 
demonic little girls in broad expressive brushstrokes while wearing a blindfold. (For the doubters: the 
gallery contains video of Dingle painting with her eyes covered.) 
 

 
An installation view of Kim Dingle’s “Crush” series at Susanne Vielmetter. (Robert Wedemeyer / Susanne Vielmetter Los Angeles 
Projects) 
 
The show at Vielmetter marks another step in Dingle’s comeback as an artist. 
 
For a dozen years, she and Aude Charles operated the Eagle Rock restaurant Fatty’s, where Dingle says she 
served as “the director of wine and janitorial.” She returned to the art world in 2013, after selling the 
business, with a show at Coagula Curatorial that she dubbed “Kim Dingle’s Wine Bar for Children at Mister 
Ling’s Market.” (Dingle has a wicked sense of humor, making acerbic wisecracks about her own work and 
others. She also likes to refer to Vielmetter, who was born in Germany, as “Kaiser Vielmetter.”) 
 
The artist’s return has been thus far well received. Times reviewer David Pagel described her show at 
Vielmetter as “fearless” in a recent review. Certainly, Dingle isn’t afraid of trying new things. She took 
time to chat about how Ed Sullivan and a manicured alligator inspired her work, how she avoids being 
typecast as a painter and how being blindfolded requires a whole new level of perception. 
 
Little girls in Western painting are often depicted as these placid, innocent creatures. Yours are the 
opposite. Is your work a reaction to the stereotypical portrayal? 
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I’ve seen those. It’s the nice portrait of the girl with the dog you 
put on the mantel. But I never really had that thought. My girls 
are pit bulls. 
 
How did you come to paint little girls to begin with? 
 
I was in the old LACMA [Los Angeles County Museum of Art] 
... in the American wing, and I was looking at these paintings by 
limners. Before photography, limners went around the country 
and they painted portraits of people. Limners were no 
Rembrandts. They were really bad. You’re sitting in your 
farmhouse and you haven’t seen anyone for a month and then 
this limner comes along and says he will paint you. They all 
have these stony faces. And the one thing I noticed about 
limners is that when it came to children, they took adult heads 
and shrunk them down to the size of a walnut and put it on a 
little body. 
 
So I’m looking at this portrait of so-and-so as a little girl and she 
is standing there with this total old-man face because the limner 
wasn’t any good. And I thought, “Ed Sullivan as a Little Girl.” 
And I put it in my notebook and I carried it around for 10 years. 

I got to graduate school at Claremont — 1980, 1990 — and I pulled out my notebook. I had wanted to paint 
it for years but didn’t know how to paint it. But I finally painted it. 
 
I laughed so much. It came out really bad. It’s Ed Sullivan’s face on a little girl with her arms crossed and 
her hair pulled back really tight so she has the Ed Sullivan hairline. That is a painting I kept. 
 
You often depict girls in the frilliest, most feminine outfits acting totally feral. How did you arrive at 
that look? 
 
My niece, my oldest brother’s little girl, he used to bring her over. She has a blond ‘fro, kind of a loose 
tumbleweed, and brown, beady eyes. I tell her all the time she is the origin of these. She would always be 
in these crunchy, lacy, mid-thigh dresses that would be so starched. Her dress would be really feminine, but 
she would have these tantrums. She’d bang her head against the wall. She lacked oxygen at birth, so she 
has issues. She’d be really feminine one minute and then she’d take off and have these violent outbursts — 
wearing these ultra-feminine dresses and her Mary Janes. Priss has her hair. 
 
How did you come up with the name Priss? 
 
[The ex-husband of my former gallerist Kim Light] had a vicious alligator and he had painted its toenails 
pink and named her “Priss” because it was so contradictory to her looks. I laughed so hard when I heard 
he’d painted her nails with his mother’s nail polish. I never met the alligator. But I imagine this alligator’s 
mug right now with its painted nails and its eyes. These girls were like alligators, so it was “Priss.” 
 
That was the middle of the ‘90s. Who knew I’d be stuck with “Priss.” 
 
Is Priss an alter ego? 
 

Kim Dingle’s “Portrait of Ed Sullivan as a Young 
Girl,” 1990. (Kim Dingle) 
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She’s a device. It’s really the materials that get me going. I 
want to see how things work, to experiment. I didn’t want to 
do little girls anymore. But Kaiser Vielmetter — that’s what 
I call her — likes the little girls. I wasn’t looking to have a 
show, but she said the most diplomatic thing that a dealer has 
ever said to me. She said, “Invite me to your studio.” 
 
I wasn’t painting little girls. I’d been working on other stuff. 
I don’t want to make what people might think of as a brand. 
I cannot do a commission. I can’t do what somebody might 
want me to do. It’s physically impossible. That is the 
downfall for so many artists — the art market and too many 
galleries and all of those things. It’s artists thinking, “Oh, 
they will like this.” But what you’ve done is just jumped on 
your grief pole to hell. 
 
I complained to Kaiser Vielmetter so much. I heard myself 
saying, “I could do these blindfolded!” And like the 10th 
time I said that I was like, “Hmmm. Blindfolded. I better do 
that.” It was a technique and a challenge. You are using your 
senses and every fiber of what you know. You use your 
hands. You use your touch. It could have been such an utter 
failure. 
 

 
An installation view of Kim Dingle’s “Painting Blindfolded” series, which the artist made while blindfolded. (Robert Wedemeyer 
/ Susanne Vielmetter Los Angeles Projects) 

“Painting Blindfolded (ingrates),” 2017, by Kim 
Dingle. (Carolina A. Miranda / Los Angeles Times) 
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How did your abstract painting series “Home Depot Coloring Books” come about? 
 
I had built a wall in the middle of the studio and I it was made from OSB [oriented strand board]. It’s used 
in homes and behind drywall. Most galleries have it behind their drywall. I had sheets of them laying around 
and I’d use them as a table. So I’d been sitting at that table and staring at the patterns of the oriented strand 
board. It’s not particle board. It’s strands, these big pieces of wood. And right in the middle of this Kaiser 
Vielmetter show, I just made them. They took months. You are making decisions every few seconds. It tells 
you what color it wants to be. It was very meditative for me and the results are really surprising. There is a 
beauty there. It’s a natural order you are finding. 
 

 
Kim Dingle’s “Home Depot Coloring Books,” at Susanne Vielmetter in Culver City. (Robert Wedemeyer / Susanne Vielmetter 
Los Angeles Projects) 
 
You’ve talked about your frustration with being known as the painter who does little girls. How do 
you avoid falling into an artistic rut? 
 
I’ve always done abstractions. I’ve done maps. In the ‘80s, when I was an undergrad, I was a house painter. 
[Laughs.] I love art, but I’m not going to do it for the money or to please people, to give them whatever 
they want. So I have what I call the “Richter Rule.” 
 
[Painter] Gerhard Richter was a huge inspiration for me. Apparently, he would not allow someone to show 
his blurred photorealistic oil paintings unless they also showed his abstractions. I saw an interview with 
him on YouTube and they asked him something about that and he said something like, “I don’t want to be 
known as the guy who just did the photorealistic paintings.” 
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So I have my Richter Rule. So that’s what I do. Kaiser Vielmetter and I, we signed a truce, the Treaty of 
Versailles. If she is going to show the girls, then we show other things too. 
 
What else are you experimenting with? 
 
I’ve been working on a painting for a couple of years — under a pseudonym. I can’t say the name. It’s 
really just to make fun of these young, white guy, zombie formalist painters. As much as I’m making fun, 
though, it needs to be beautiful. 
 
And I still have a few more to do of the blindfolded works. I’m going to attempt [Picasso’s] “Guernica.” 
I’m going to attempt something that is not a little girl. Except guess what? “Guernica” is full of women and 
children. 
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Zellen, Jody. “Kim Dingle, YIPES.” artandcakela.com (Art and Cake), 8 November 2017. 

 

 

 
Kim Dingle “The Afterthought,” Installation View. Susanne Vielmetter Los Angeles Projects. Photo credit: Robert Wedemeyer. 
 
Kim Dingle’s first installation at Susanne Vielmetter Los Angeles Projects takes command of the entire 
gallery. YIPES fills four discrete rooms with three bodies of interrelated new works. Dingle carefully crafts 
a trajectory from room to room where autonomous series of works are on display. She also purposely 
interrupts the otherwise logical flow of these artworks, hinting at what will be unveiled in the back gallery, 
by littering the floor with bits and pieces of detritus. In this way, relics of the creative and destructive forces 
at play in her work permeate the entire space, simultaneously foreshadowing a site specific installation 
located in the back gallery. 
 
Viewers first encounter diptychs entitled Crush. Resembling discarded tarps, large mounds of glassine piled 
on the floor are actually beautifully colored and patterned, painted artworks in themselves. These crumpled 
mounds are part of a series of diptychs in which Dingle juxtaposes them with painted photographs. The 
glassine works, positioned on the floor are assumed to be trash whereas the painted photographs have a 
pristine presence and sign as ‘artworks.’ Dingle created the photographs to use as templates and guides for 
repainting what was first depicted on the glassine. The crushed glassine mounds and the painted 
photographs work in concert with each other as pieces of a complex but intricate puzzle that refuses to 
coalesce. Surprisingly, Dingle’s beloved figures are absent from these works— although figures do appear 
in Crush (blue hair), 2016, any implied narrative across the works are subsumed by bright patches of color 
and abstract gestural painting. 
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Kim Dingle “Home Depot Coloring Books,” Installation View. Susanne Vielmetter Los Angeles Projects. Photo credit: Robert 
Wedemeyer 
 
The idea of tracing or filling in a given area with color is further explored in a series of paintings from 2017 
entitled, Home Depot Coloring Book. To create these pieces, Dingle colors the irregular patterns found 
within standard size pieces of OSB (oriented strand board, but often referred to as particle board) available 
at Home Depot or any other lumber shop. The three large works: Home Depot Coloring Book (flowers), 
Home Depot Coloring Book (rain) and Home Depot Coloring Book (leaves), slyly reference nature. 
Dingle’s palette is not arbitrary as the tones of blues and browns in Home Depot Coloring Book (rain), for 
example suggest a rain filled forest whereas Home Depot Coloring Book (leaves) references fluttering 
yellow and green leaves amongst treetops. Three smaller works created from sections of the OSB entitled 
Home Depot Coloring Book (anyone can do this) allude to the notion of a readymade. While the title 
suggests that anyone could create these works, the specificities of Dingle’s process and vision make them 
uniquely hers. 
 
Dingle is not usually thought of as an artist with tricks up her sleeve. While she has received accolades for 
her facility as a painter, she is shy about her talents and tends to hide behind a facade of innocence. For 
many years, Dingle has created paintings filled with little girls of all shapes, sizes and colors frolicking and 
tumbling across her compositions. She has been painting these anonymous toddlers for so long that their 
execution is somewhat automatic. Simultaneously challenging and acknowledging this idea, Dingle decided 
to create a series of blindfolded images where she literally paints these figures without looking. A short 
video documents her at work, dipping her brush in paint and then moving to a large piece of plexiglas 
propped against the wall. The results, Painting Blindfolded, hang in the third gallery space. These black, 
white and gray oil on plexiglas paintings feature Dingle’s idiosyncratic characters, alone or with others 
against a modulated background. Each figure is painted as black gestural outlines augmented by white 
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strokes for details and fill— dress, shoes, etc. These quirky, cartoon-like paintings with deliberate titles 
illustrate the range of Dingle’s tongue and cheek relationship to her invented figures, as well as to the idea 
of painting blind. 
 

 
Kim Dingle “Crush,” Installation View. Susanne Vielmetter Los Angeles Projects. Photo credit: Robert Wedemeyer. 
 
Located in the back gallery space is The Afterthought, 1994 and 2017. Here viewers encounter Priss. Priss 
is an expected presence—a doll-child who has inhabited Dingle’s work since the mid 1990s. Priss is an 
angry, cunning, seductive toddler prone to destruction—self aware, yet shy. These figures often appear as 
wild-haired dolls wearing frilly white dresses and black school girl shoes. In The Afterthought, two Prisses 
have created havoc— one stomps upon a canvas laying flat on the floor and the other is entangled with one 
of Dingle’s painted, crumpled glassine forms. Torn bits of ephemera are scattered across the floor and 
random lines, shapes and words mark the walls and bottom of a painting at doll-height. These Prisses have 
clenched fists and wear black sneakers and hoodies, contrasting with their frilly white panties. And, as they 
have scribbled on the wall, they are “pissed.” Pissed at what one might ask? In The Afterthought, Dingle 
expresses her feelings about the state of the world. She even includes a yellow stained photograph of Donald 
Trump amongst the clutter. The random pieces of strewn detritus in the previous rooms lead to this 
denouement— and though entitled The Afterthought, the sentiment expressed here is implicit in the rest of 
the work and functions as a before, rather than an after-thought. 
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Kim Dingle “Painting Blindfolded,” Installation View. Susanne Vielmetter Los Angeles Projects. Photo credit: Robert Wedemeyer. 
 

   
Kim Dingle “The Afterthought,” Installation Views. Susanne Vielmetter Los Angeles Projects. Photo credit: 
Robert Wedemeyer 
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Kim Dingle “Home Depot Coloring Books,” Installation View. Susanne Vielmetter Los Angeles Projects. Photo 
credit: Robert Wedemeyer 

 

 
Kim Dingle “Home Depot Coloring Books,” Installation View. Susanne Vielmetter Los Angeles Projects. Photo 
credit: Robert Wedemeyer 
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Kim Dingle “Crush and Uncrushed,” Installation View. Susanne Vielmetter Los Angeles Projects. Photo credit: Robert Wedemeyer 
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Pagel, David. “Kim Dingle lets her alter ego loose, and the result is a rip-roaring ride.” www.latimes.com 

(Los Angeles Times), 28 October 2017. 
 

 

 
An installation view of Kim Dingle’s “Yipes,” at Susanne Vielmetter Los Angeles Projects (Susanne Vielmetter Los Angeles 
Projects) 
 
If you’ve ever felt that your job was so boring you could do it with your eyes closed, you’ll know what Kim 
Dingle was thinking when she set out to make the 11 paintings filling one gallery of “Yipes,” her knockout 
exhibition in Culver City at Susanne Vielmetter Los Angeles Projects. 
 
Each of the 4-foot-by-3½-foot oils on Plexiglas depicts Priss, a little girl Dingle invented 30 years ago as 
an artistic alter ego. Dressed in her Sunday best, Priss goes through the motions of growing up. Sometimes 
she misbehaves magnificently. At other times she conveys the stoicism of someone who knows a thing or 
two about pretenders, the lies they live and the hypocrisy of it all. 
 
The whiplash gestures with which Dingle has painted her pintsize doppelganger is true to the 
unselfconsciousness of kids, particularly when their imaginations transform the littlest of things into wildly 
delightful experiences. 
 
Dingle brings such surprises to visitors in a 99-second video that shows her making one of the paintings 
with her eyes blindfolded. That’s how she made all 11, each in only two or three minutes. Not one is a dud. 
Carelessness and confidence collide and collude. 
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Kim Dingle’s “Painting Blindfolded” series, which is part of her “Yipes” exhibition (Susanne Vielmetter Los Angeles Projects) 
 
If you went to work blindfolded, your day would probably end badly. But art isn’t like most jobs. And 
Dingle pulls it off with aplomb. Turning a 30-year-old story line into an adventure, she makes every 
brushstroke fresh, unfussy and fun. 
 
That fearlessness spills even more freely from the other three galleries. Each is a show unto itself. 
           

Detail of Kim Dingle’s diptych “Crush (blue 
hair),” 2016, oil on C-print, 65 by 49 inches. 
(Susanne Vielmetter Los Angeles Projects) 

Detail of Kim Dingle’s “Crush 
(thanksgiving),” 2016, oil on C-print, 65 by 
49 inches. (Susanne Vielmetter Los Angeles 
Projects) 
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The first — and the biggest — features seven diptychs. Each consists of a framed painting that hangs on 
the wall and a huge sheet of glassine that has been crumpled into a wad and tossed on the floor. 
 
The wadded sheets function like Dingle’s video: Each reveals the process she followed to make the painting 
next to it. First, she mounted a sheet of glassine on her studio wall and made a painting on it. Then she 
photographed that painting and printed it on a 5-foot-by-4-foot sheet of paper. That photograph became the 
underpainting for a finished work. In each simmers an intoxicating stew of past and present, photography 
and painting. Mistakes lead to discoveries. 
 
The second gallery includes six oil paintings Dingle made by treating cheap sheets of particleboard as 
industrial strength paint-by-number sets. Filling in each irregular shape with a single color, she mocks the 
preciousness of much art while making paintings that let her smuggle aesthetic decisions — compositional 
and coloristic — into an approach that seems inhospitable to such subtlety. 
 

 
Kim Dingle’s “The Afterthought,” 1994 and 2017, porcelain, steel wool, China paint, fabric, debris, glassine, linen and wood, 
dimensions variable. Part of the “Yipes” exhibition. (Susanne Vielmetter Los Angeles Projects) 
 
In the fourth gallery, Priss and her sidekick take 3D form. Like knee-high hurricanes, each porcelain doll 
— with steel-wool hair —appears to be in the middle of a temper tantrum, her destructive energy vented 
on trashed paintings, ripped drawings and spray painted walls. 
 
Dingle’s four-gallery extravaganza is only her third solo show in Los Angeles in the last 20 years. She 
seems to be making up for lost time, pushing herself — and visitors — beyond what we have seen before. 
 
That has always been Dingle’s strong suit. In “Yipes,” she doubles down. And plays it beautifully. 
 
Susanne Vielmetter Los Angeles Projects, 6006 Washington Blvd., Culver City. Through Nov. 11; closed 
Sundays and Mondays. (310) 837-2117, www.vielmetter.com 
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Kim Dingle’s “The Afterthought,” 1994 and 2017, details, porcelain, steel wool, China paint, fabric, debris, glassine, linen and 
wood, dimensions variable. Part of the “Yipes” exhibition. (Susanne Vielmetter Los Angeles Projects) 
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Goldstein, Andrew M. “5 Artists to Discover at EXPO Chicago 2016.” www.artspace.com (Artspace), 23 

September 2016. 
 

 
When the German dealer Susanne Vielmetter first moved out to 
L.A. around the turn of the century, one of the most interesting 
artists she encountered there was Kim Dingle, a figurative painter 
who specialized in portraits of “little girls doing unspeakable 
things,” the gallerist recalls. At the time the artist had been working 
with Blum & Poe, but Dingle decided to drop out of the art world, 
put her paints aside, and open a vegetarian restaurant called 
Fatty’s—which became very successful. 
 
Ten years passed, and then a little while ago Dingle showed up at 
Vielmetter’s gallery to announce that she had sold the restaurant, 
returned to the studio, and had new work to show. “I came the next 
day,” says Vielmetter, who was happy with what she saw. “As a 
figurative painter I think she ranks among the best and most 
interesting right now.” 
 
As a sign of the times, those new paintings have taken a brutal 
turn—they’re at once more abstract and more clearly violent, even 
political, showing little black girls defaced or wielding handguns, 
occasionally shooting each other dead. Vielmetter has experience 
with reintroducing painters to the market (one success story was 
Nicole Eisenman, whom she took on in 2005 when she had “no 
career”) and now she is putting her weight behind Dingle’s 
resurgence. 
 
In March, she gave half her Armory Show booth to the artist and 
sold 14 paintings, and now she’s bringing her work to Art Basel 
Miami Beach, with a major solo show planned at the gallery next 
fall. In an effort to grease the wheels, Vielmetter is keeping Dingle’s 
prices the same as before she pulled her disappearing act, adjusted 
for inflation. 
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Miranda, Carolina. “Crazy babies and pantyhose: 5 must-see works at OCMA’s ‘Avant-Garde’.” 

www.latimes.com (Los Angeles Times), 10 September 2014. 
 

 

 
A new show at the Orange County Museum of Art looks at work that pushed boundaries. Kim Dingle’s “Priss Room,” an installation 
from 1984, is one of the stand-outs. (Carolina A. Miranda) 
 
Avant-garde is one of those terms with a short shelf-life. It refers to the new. But the new can only be new 
for so long. As curator Dan Cameron writes in the catalogue of the latest exhibition at the Orange County 
Museum of Art (OCMA): “Taken at its most literal, the ‘avant-garde’ is a phenomenon that occurs ... 
relative to a specific historical moment of quite limited duration, in which the art or artist referred to was 
leading the charge, in the front ranks — it is a military expression, after all — of the latest reliably disruptive 
manifestation of the new.” 
 
“The Avant-Garde Collection,” a show that opened at OCMA this past weekend, examines the museum’s 
permanent collection from the lens of what was considered cutting edge at the time it was made. 
 
“The avant-garde is not a movement, it’s not a style,” Cameron says. “But it’s very alive, and it’s been 
fascinating to look at the collection in this way.” 
 
It certainly makes for an engrossing exhibition: a compilation of art-world rock stars and one-hit wonders, 
venerable statesman and young whippersnappers. It is a reminder that what may reside on the forefront 
today may lay practically forgotten tomorrow. But it can then re-emerge to surprise and inspire. 
 
The exhibition kicks off with a 1924-1925 painting of flowers by the influential Stanton Macdonald-Wright, 
a key figure who supported the tenets of Cubism, an abstraction in Los Angeles in the 1930s and ‘40s. It 
ends with a tongue-in-cheek installation by the New York-based William Powhida, whose 2013 installation 
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“A Post Minimalism” manages to skewer both minimalism and the art market while commenting on 
economic inequity. 
 
Who of these will be remembered in 100 years? Who knows? 
 
The show offers plenty to look at: geometric abstraction, feminist video, light and space, assemblage, 
minimalism, photography and queer politics. Not to mention an insane 5,000-piece toy battle scene by Chris 
Burden that should fill any 8-year-old with awe and envy. 
 
With so much to take in, we winnow it down to the essentials. Here are five pieces that are not to be missed: 
 
BEST IN SHOW: Kim Dingle’s psycho toddlers 
 
Sometimes you walk into a show and wonder where a work of art has been your whole life. That’s how I 
felt upon seeing Dingle’s 1984 installation “Priss Room,” which shows two crazypants-looking toddlers 
standing defiantly in a crib. The room around them has been trashed: crayon scrawl covers the cute sheep 
wallpaper, Skoal tobacco tins lay around the floor, along with diapers and empty cans of tuna. The faces on 
these wild girls are determined and maniacal. If you’ve been around little girls, you know this scene holds 
a lot of truth. 
 
Dingle was born and raised and continues to live in the L.A. area. For a while she owned and ran the Eagle 
Rock restaurant Fatty’s, which has since closed, allowing her to return to her art. (Dingle’s first solo show 
in six years was last December at Coagula Curatorial.) Her early work was part of a profound exploration 
into the darker recesses of the psyche during the ‘80s and ‘90s, a firm step away from traditions like 
minimalism, which are all about shape and form. Her character Priss, she once told the Brooklyn Museum, 
“is like Shirley Temple as a psycho pit bull.” 
 
Cameron says this was in keeping with the era. “There was this idea of psychological self-portraiture, of 
showing oneself as an evil child with these demonic characters,” he explains. “That’s our toddler side. So 
the idea of the evil twins in the crib just waiting for the next chance to cause more mayhem, that’s a self-
portrait — an artist looking at themselves the way society might see them.” 
 
I have no doubt that the articles that cover this exhibition will spend a good deal of time documenting Chris 
Burden’s room-sized toy battle scenario. It is macho, it is mammoth and it is obsessively fun to look at. 
(The seashell ships are a nice touch.) But in my mind, the raw energy of Dingle’s piece is what steals the 
show. 
 
Don’t even think of missing it. 
 
“The Avant-Garde Collection” is on view through Jan. 4 at the Orange County Museum of Art, 850 San 
Clemente Drive, Newport Beach, ocma.net. 
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Vankin, Deborah. “Kim Dingle debuts ‘Wine Bar for Children’ at Coagula Curatorial.” www.latimes.com 

(Los Angeles Times), 27 October 2013. 
 

 

 
The opening of “Kim Dingle’s Wine Bar for Children at Mister Ling’s Market” at Coagula Curatorial. (Deborah Vankin/Los 
Angeles Times) 
 
Culture Monster popped into the opening of Kim Dingle’s show at Coagula Curatorial’s new gallery space 
in Chinatown on Saturday night. The installation -- “Kim Dingle’s Wine Bar for Children at Mister Ling’s 
Market,” was Dingle’s first solo installation in Los Angeles in almost 16 years. 
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The installation, which took over the entire gallery, was an ode of sorts to Dingle’s years in the restaurant 
business. She and her partner, Aude Charles, recently closed their Eagle Rock restaurant, Fatty’s; for the 
Coagula show, they turned Mat Gleason’s gallery into a real boutique wine and craft beer shop, where 
paintings and 36 hand-painted bottles of Verdicchio were for sale, among other libations. 
 
The bar itself was made from babies’ crib parts, and Dingle displayed a 40-panel work from her “Studies 
for the Last Supper at Fatty’s” series depicting fairy-like children perched atop bar stools. When it’s not 
being hung, Dingle says, she stores the unframed painted sheets in a pizza box. 
 
“This opportunity just came up; Mat’s a real artist’s gallerist,” Dingle said of the new show, especially 
exhilarated. “It was like, ‘Hey, everyone, let’s put on a show!’” 
 
The installation was particularly location-centric. It brought Ling’s Market, which has been closed for years, 
back to life in a very concrete and practical way. The store’s original 1940s cash register was being used, 
and after the Dingle show comes down, the gallery space – still owned by Ling’s son, Jimmie Joe, who has 
a license to sell wine -- will continue to operate a wine shop in the back. 
 
Gleason moved to the new space -- just across Chung King Road from his old gallery of the same name -- 
in mid-September. Rage Against the Machine’s Zack de la Rocha, Gleason says, owns the building he was 
previously in and decided to open a recording space there, which prompted the move. DJ Skrillex (a.k.a. 
Sonny John Moore) also has a work space a few doors down -- all of which could speak to a changing face 
of the once uber-hip art hub. 
 
“It worked out,” Gleason said, “it’s pretty cool. It’s like I’m managing Ling’s Market and running a gallery 
here too.” 
 
Gleason’s first show in the new space, paintings by L.A.-based Mark Dutcher, received especially positive 
reviews and sold out but for one remaining work. 
 
Even after her show comes down, Dingle -- who had numerous shows at L.A.’s Blum & Poe in the 1990s 
and is currently represented by Sperone Westwater gallery in New York -- will continue to curate the wine 
shop in the back of Gleason’s gallery. 
 
“That’s why it’s called ‘Kim Dingle’s Wine Bar for Children at Mister Ling’s Market!’” she said, laughing. 
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Cembalest, Robin. “Having her cake and eating it too?” www.letmypeopleshow.com (Let My People 

Show), 12 April 2012. 
 

 
 

Having her cake and eating it too? 
 
Untitled (Birthday), 2007, from Kim Dingle’s show of slightly 
demented and possibly drunken children’s birthday parties. The 
image dissolves, just like the frosting does, as one assertive and 
naughty-looking brushstroke detaches itself from the 
existentially challenged celebrant and drifts into the ocher 
ground.   
 
In another daring gesture, the press release explains nothing–but 
it least this time it’s the artist’s choice. 
 
It was ostensibly hijacked by Dingle, who, pronouncing that she 
has erased the bio the gallery wrote for her, issues a coy 
disclaimer. “Subjects are useful for paint and for using line,” she 
writes. “If what is depicted makes the artist laugh then all the 
more fun for the artist and maybe for the viewer, too – but it is 
usually an accident. That is all it is.”  

Courtesy Sperone Westwater, New York 
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McLean, Madeline. “Dollies of Folly & Frolic: Kim Dingle at Sperone Westwater.” 

www.dailyserving.com (Daily Serving), 11 April 2012. 
 

 
 

 
Kim Dingle, This is not ever going to end is it (2011), oil on linen, 72 x 84 inches (183 x 213,4 cm), All images courtesy Sperone 
Westwater, New York 
 
Kim Dingle’s exhibition entitled still lives at Sperone Westwater portrays a series of calamities played out 
by children sitting at tables, whirling off of chairs and clinking wine glasses in roistering merriment. Clown-
like in depiction with disproportionally large feet and nondescript faces, the toddlers she presents are more 
so dolls than human children. Dingle’s newest works are less crowded than older works and by virtue of 
this developed space on the canvas, her concepts are more resolved. Instead of Dingle’s typical palette of 
blue, sepia and grey, these compositions are rendered in a sugar sweet mélange of pastel yellows, ochres, 
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greens and blues in a fanciful layering of both thin washes and 
sweeping, buttery strokes of oil paint à la Wayne Thiebaud. 
 
Dingle’s naughty dollies sit at long kitchen tables, subjects who 
emerge from her prototypical characters named “Fatty” and 
“Fudge”, or “Priss Girls”, whom she has depicted in earlier 
works, both in paintings and sculpture. Each child dons a 
pristine frock yet they are pictured drinking beverages out of 
wine glasses (some unidentified liquids, and some explicitly 
merlot-toned), toting bottles and kitchen utensils, draping 
themselves over (or through) chairs unabashedly displaying 
their child knickers, while some even lie forlornly passed out in 
their porridge. One cannot help but giggle at the site of such 
absurdity, yet the works emit an undertone of poignancy, the 
kind of disappointed sadness that I imagine would be provoked 
by a coming-of-age wrongdoing by your child, for instance 
stealing or drinking. This is precisely the crux in which Dingle 
puts her audience: straddling the emotional line of child/adult 
transformation and the sometimes seemingly absurd fluidity of 
progression and regression in relation to childhood and 
adulthood. 
 
Dingle’s doll characters comment on the state of mindless 
behavior that human beings, perhaps (this being the operative 
word in this case, depending on your view of nature vs. nurture) 
learn as we grow into adulthood. Dingle’s characters are girls 
and this is comprehended by virtue of deliberate gender specific 
cues. Having been categorized as a feminist artist, her work is 
also taken as a survey of female childhood (see bio in Brooklyn 
Museum) and the representation of violence in relation to 
frivolity and the legacies thereof. In the negative space where 
the lack of politesse is depicted, Dingle’s works provoke the 
question of being raised within societal bounds and the weight 
it carries in social situations as a projection of self and 
discipline. 
 
With the exception of Untitled (Birthday) (2007) in which a 
figure wearing a party hat drowns her face in a cake of 
comparable proportion to herself, the compositions are devoid 
of any sort of food things despite the table settings filled with 

bowls and plates. With the symbolic dominance of food deleted from these works, which is dissimilar to 
Dingle’s past works which feature food stuffs, the characters seem to act out a pantomime of consumption 
(minus the moments of splashing wine glasses). In several works, likewise with her older paintings, she 
pictures many of her dollies wearing chef hats, which further solidify the palpable sentiment of frivolity 
and clamor because they underline the notion of utter incompetency. 
 
Dingle’s still lives aims to make her audience laugh (refer to press release) and that it does. Her paintings 
conjure the childhood wonder of what your dolls (or stuffed animals) do when you are gone. It also astutely 
reflects those certain moments within adulthood where we may all act like naughty little children (I know 

Kim Dingle, What do you think? (2012), oil on 
linen, 84 x 72 inches (213,4 x 183 cm) 

Kim Dingle, Untitled (Birthday) (2007), oil on 
canvas, 60 x 48 inches (152,4 x 121,9 cm) 
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that a snap shot taken at one of my dinner parties wouldn’t be a dissimilar image), which makes her works 
successful in pinpointing a grain of psychology that is as omnipresent as it is suppressed.  
 

 
Kim Dingle, Still life (2012), oil on linen, 84 x 144 inches (213,4 x 365,8 cm) 
 
Kim Dingle’s still lives will run through April 28th at Sperone Westwater in the Lower East Side. 
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Born  Pomona, CA, 1951 
 Lives and works in Los Angeles, CA 
 
Education 1988  B.F.A. California State University, Los Angeles    
       1990  M.F.A. Claremont Graduate School, CA 
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 “Dingle Library Presents Paintings of the West with Horse Drawings by Teenage Girls,” Parker 

Zanic, Los Angeles 
 “pre-History A Dog’s Bach is Worse Than it Sounds,” Double Rocking G Gallery, Los Angeles 
 “Remembering Pencil,” Double Rocking G Gallery, Los Angeles 
1992 Kim Light Gallery, Los Angeles 
1993 Jason Rubell Gallery, Miami Beach, FL (brochure) 
1994 “Kim Dingle,” Jack Tilton Gallery, New York, 12 November (closing date) 
1995 “Kim Dingle,” Blum & Poe, Santa Monica, CA, 21 January – 4 March 
1995-96 “Kim Dingle,” Otis Gallery, Otis College of Art and Design, Los Angeles, 18 November 1995 – 

27 January 1996; The Renaissance Society at The University of Chicago, 24 November –
29 December 1996 (catalogue) 

 “A Glimpse of the Norton Collection as Revealed by Kim Dingle,” Santa Monica Museum of Art, 
CA, 9 December 1995 – 25 February 1996; SITE Santa Fe, NM (artist’s project; 
brochure) 

1997 “Kim Dingle: The Prisspapers,” Blum & Poe, Santa Monica, 6 September – 11 October 
1998 “Kim Dingle: Fatty,” Gian Enzo Sperone, Rome, 30 September – 30 October 
 “Kim Dingle: Fatty and Fudge,” Sperone Westwater, New York, 7 November – 19 December 

(catalogue) 
2000 “Kim Dingle and the Wild Girls,” David Winton Bell Gallery at the List Art Center at Brown 

University, Providence, RI, 11 November – 31 December 
 “Kim Dingle: Never in School,” Sperone Westwater, New York, 2 November – 22 December 
2002 “Kim Dingle,” Galleria Cardi, Milan, 9 April – 31 May 
2007 “Kim Dingle: Studies for the Last Supper at Fatty’s,” Sperone Westwater, New York, 29 March – 
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 “Kim Dingle: The Cake Series,” Kim Light Gallery, Los Angeles, CA, 26 October – 8 December  
2008 Lightbox, Los Angeles 
2012 “Kim Dingle: still lives,” Sperone Westwater, New York, 5 – 28 April 2012 
2013-14 “Kim Dingle’s Wine Bar for Children at Mister Ling’s Market,” Coagula Curatorial, Los Angeles, 

26 October – 4 January 
2017 “Kim Dingle: Yipes,” Susanne Vielmetter Los Angeles Projects, Los Angeles, 14 October – 11 

November 
2018 “Kim Dingle,” Sperone Westwater, New York, 10 January – 3 March 
2019 “Kim Dingle: The Lost Supper Paintings of Fatty’s,” Susanne Vielmetter Projects, Los Angeles, 2 

March – 13 April 
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Group Exhibitions: 
 
1990 “Con-Text,” Richard/Bennett Gallery, Los Angeles 
1991 “The Store Show,” Richard Bennett Gallery, Los Angeles 
 “Les Fleurs,” Parker/Zanic Gallery and Sue Spaid Fine Art, Los Angeles 
 “Synthetic Histories,” Parker/Zanic Gallery, Los Angeles 
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 Corcoran Gallery of Art Biennial, Washington, DC 
1993-94 “Fourth Newport Biennial: Southern California,” The Newport Harbor Art Museum, Newport 
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 “Bad Girls West,” UCLA Wight Gallery, Los Angeles 
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 “American Kaleidoscope,” National Museum of American Art, Smithsonian Institute, 
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  “Between Reality and Abstraction: California Art at the End of the Century,” Scottsdale Center for 
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1997 “My Little Pretty: Images of Girls by Contemporary Women Artists,” Museum of Contemporary 

Art, Chicago (catalogue) 
 “Women’s Work: Examining the Feminine in Contemporary Painting,” Southeastern Center for 

Contemporary Art, Winston-Salem, NC, 19 July – 30 September (brochure) 
1997-98 “Sunshine and Noir: Art in L. A., 1960-1997,” Louisiana Museum of Modern Art, Humlebaek, 

Denmark, 16 May – 7 September 1997; Kunstmuseum Wolfsburg, 15 November 1997 – 
2 January 1998; Castello di Rivoli, Turin, Spring 1998; UCLA at the Armand Hammer 
Museum of Art and Cultural Center, Los Angeles, Fall 1998 (catalogue) 

1998 “Family Viewing,” Museum of Contemporary Art, Los Angeles 
 “Presumed Innocence,” Anderson Gallery, School of the Arts, Virginia Commonwealth 

University, Richmond, 17 January – 1 March; Contemporary Arts Center, Cincinnati, 
OH, 4 April – 14 June (catalogue) 

1999 “Looking at Ourselves: Works by Women Artists from the Logan Collection,” San Francisco 
Museum of Modern Art, 9 January – 20 April (catalogue) 

 “I’m the Boss of Myself”, Sara Meltzer’s on View, New York, 5 May – 12 June 
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1999-02 “Almost Warm and Fuzzy; Childhood and Contemporary Art,” curated by Susan Talbott and Lea 
Rosson DeLong, Des Moines Art Center, Iowa, 12 September – 21 November 1999; 
Memphis Brooks Museum of Art, Memphis, 23 April – 2 July 2000; Tacoma Art 
Museum, Tacoma, 8 July – 17 September 2000; Scottsdale Museum of Contemporary 
Art, Scottsdale, 6 October 2000 – 14 January 2001; P.S. 1 Contemporary Art Center, 
Long Island City, NY, 4 February – 8 April 2001; Fundació “la Caixa,” Barcelona, 26 
April – 8 July 2001; Crocker Art Museum, Sacramento, 30 August – 4 November 2001; 
Art Gallery of Hamilton, Hamilton, Canada, 24 November 2001 – 20 January 2002; 
Cleveland Center for the Contemporary Art, Cleveland, 6 September – 10 November 
2002 (catalogue) 

2000 “Whitney Biennial,” Whitney Museum of American Art, New York, 23 March – June (catalogue) 
 “Arte Americana; Ultimo Decennio,” Museo d’Arte della Citta di Ravenna, Ravenna, 8 April – 25 

June (catalogue) 
 “The End,” Exit Art, New York, 29 January – 29 April 
 “Emotional Rescue,” The Contemporary Art Project Collection, Center on Contemporary Art, 

Seattle, WA, 28 September – 28 October 
2000-01 “Made in California: Art, Image and Identity, 1900-2000,” Los Angeles County Museum of Art, 

22 October 2000 – 25 February 2001 
 “The Darker Side of Playland: Childhood Imagery from the Logan Collection,” San Francisco 

Museum of Modern Art, 1 September 2000 – 2 January 2001 (catalogue)  
 “Uncomfortable Beauty,” Jack Tilton/Anna Kustera, New York, 8 December 2000 – 13 January 

2001 
2001 “Pop & Post-Pop (On Paper),” Texas Gallery, Houston, 23 January – 3 March 
2001-02 “Lateral Thinking, Art of the 1990’s,” Museum of Contemporary Art, San Diego, 15 September 

2001 – 8 January 2002 (catalogue) 
2002-03 “SAM Collects: Contemporary Art Project,” San Diego Art Museum, San Diego, CA, 20 

December 2002 – 6 April 2003 
2003 “Whiteness, A Wayward Construction,” Laguna Art Museum, Laguna, CA, 22 March – 6 July 
 “25 Years of Collecting Modern and Contemporary Art,” Denver Art Museum, 11 March 2002 – 3 

August 
2005 “Light Opt(s): A Selection,” Lightbox, Los Angeles, CA, 10 December – 23 December 
2008-10 “Focus: The Figure,” The Denver Art Museum, Denver, September 2008 – February 2010 
2009-11 “Freeing the Figure,” Seattle Art Museum, 5 November 2009 – 3 July 2011 
2010  “Shrew’d: The Smart and Sassy Survey of American Women Artists,” Sheldon Museum of Art, 

Lincoln, NE, 12 February – 9 May 
 “The Library of Babel / In and Out of Place,” 176 / Zabludowicz Collection, London, 25 February 
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2011 “Goldmine. Contemporary Works from the Collection of Sirje and Michael Gold,” University Art 

Museum California State University, Long Beach, CA, 5 February – 10 April 
2012-13 “Untitled (Giotto’s O),” Sperone Westwater, Lugano, 30 November 2012 – 15 February 2013 
2014 “Secrets and Lies,” Museum of Contemporary Art, San Diego, 14 March – 22 June 
2014-15 “The Avant-Garde Collection,” Orange County Museum of Art, Newport Beach, CA, 6 September 

2014 – 4 January 2015 
 “Il corpo figurato: Artworks from the Collection, 1966-2005,” Collezione Maramotti, Reggio 

Emilia, 12 October 2014 – 31 January 2015 
2015 “NOURISH,” Napa Valley Museum, Yountville, CA, 19 September – 29 November 
2018 “Shift: Karen Carson, Kim Dingle, Iva Gueorguieva, Elisa Johns,” Denk Gallery, Los Angeles, 20 

January – 17 February 
 “Recelebration,” Luckman Fine Arts Complex at Cal State LA, Los Angeles, 25 August – 10 

November 
 “ADACHIDINGLE FESTIVAL: An Exquisite Corpse Project,” LA ARTCORE Union Center for 

the Arts, Los Angeles, 1 – 18 November 
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2019 “Coordinates: Maps and Art Exploring Shared Terrain,” David Rumsey Map Center at Stanford 
University Libraries, Stanford, CA, 25 April – 30 September 
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