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Welcome to the Residence of the United States Ambassador 
in Chisinau, Moldova!

It gives us great pleasure to invite you to enjoy an exhibition of 
American art that we call Tradition and Innovation. When we 
thought about what kind of art to display in our residence here 
in Chisinau, we realized that we wanted to show a side of the 
United States that most foreigners know little about. My wife 
Sara’s sister lives in Arizona and we have greatly appreciated 
getting to know more about the rich Native American culture 
during our many visits to the Southwest. We are also fortunate 
to have a noted artist in the family – my sister Lynn Kirby – and 
we wanted to display some of her work.

The part of the exhibition that reaches back into our heritage 
comes from the northeastern part of the State of Arizona. The 
Navajo and Hopi people make their homes in this arid corner 
of the state. The artworks from there are a reflection of the rich 

and highly developed Navajo and Hopi cultures that were 
flourishing long before Europeans came to America’s shores. 
When you look at the photographs by Gene Balzer and Russ 
Gilbert you will have the chance to see ancient stone dwell-
ings of the ancestral puebloan and Hisatsinom people who 
lived in the area before the present day Navajo and Hopi. 
Many, we think, will be surprised by the multi-storied, solid 
homes of finely-crafted stone, skillfully built into the cliff sides. 
The stunning photos by Edward S. Curtis, we believe, show 
deeply prideful Navajo and Hopi people from nearly 100 
years ago. We have always been fascinated by these people 
and their cultures, and every few years we have been drawn 
to travel back to this area to explore their current and past 
cultures in more depth. 

We are inspired by the great history of these peoples, and our 
hope is that the Moldovan public will have the same feeling 
after being exposed firsthand to these images of their ances-
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tral dwellings and these examples of contemporary works in 
the traditional crafts – Navajo weaving and Hopi Katsinas. 
As much as we enjoy traditional art we also get fulfillment 
from what is new, dynamic, and innovative. With the de-
velopment of technology, artists working in the present can 
explore new media to express themselves, creating new art 
forms. Lynn Kirby is an artist who has embraced experimental 
art. Experimenting with the tools the digital age now offers, 
Lynn has transitioned from 16mm film to video and installation 
art. She has found ways to turn everyday objects into art. We 
are proud to introduce her works to the Moldovan public. 
Here we showcase a video installation, a collage of images, 
and a triptych, all of which are untraditional in subject matter 
and in medium. 

We are deeply grateful to the Heard Museum of Phoenix, 
Arizona; the Christopher Cardozo Fine Art Gallery of Minne-

apolis, Minnesota; Niman Fine Art, Santa Fe, New Mexico; 
Lynn Kirby, and the other artists for their willingness to lend 
works for exhibition during our stay in Moldova. We would 
also like to thank the staff of the ART in Embassies Program, 
especially Curator Imtiaz Hafiz, who contributed to the excel-
lence of this exhibition. 

We hope that after experiencing American art firsthand you 
will come away with a new understanding of our rich artistic 
culture as well as of the diversity of the Americans who have 
created this art. 

Ambassador Michael D. Kirby and Mrs. Sara P. Kirby 

Moldova
April 2007 

Bi­ne a≥i ve­nit la re­∆e­din­≥a Am­ba­sa­do­ru­lui Sta­te­lor Uni­te 
la Chi­∆i­nƒu, Mol­do­va!

Ne fa­ce o deo­se­bi­tƒ plƒ­ce­re sƒ vƒ in­vi­tƒm la inau­gu­ra­rea 
unei ex­po­zi­≥ii de ar­tƒ ame­ri­ca­nƒ pe ca­re o nu­mim „Tra­di­≥ie 
∆i Ino­va­≥ie”. Când ne gân­deam la ce fel de ar­tƒ sƒ ex­pu­nem 
în re­∆e­din­≥a noas­trƒ aici la Chi­∆i­nƒu, ne-am dat sea­ma ca ne 
do­ream sƒ arƒ­tƒm o par­te a Ame­ri­cii des­pre ca­re ma­jo­ri­ta­tea 
strƒini­lor ∆tiu foar­te pu­≥in. So­ra so­≥i­ei me­le Sa­ra lo­cu­ie∆­te în Ari
zo­na ∆i ne-a fƒ­cut o ma­re plƒ­ce­re sƒ aflƒm mai mul­te des­pre 
cul­tu­ra bo­ga­tƒ a in­di­ge­ni­lor ame­ri­cani în tim­pul nu­me­roa­se­lor 
noas­tre vi­zi­te în sud-vest. De ase­me­nea ne sim­≥im foar­te no
ro­co∆i sƒ avem în fa­mi­lie un artist de seamƒ – so­ra mea Lynn 
Kir­by – ∆i ne-am do­rit sƒ ex­pu­nem câ­te­va din lu­crƒ­ri­le ei. 

Lu­crƒ­ri­le ex­po­zi­≥i­ei ca­re re­pre­zin­tƒ pa­tri­mo­niul nos­tru is­to­ric vin 
din par­tea de nord-est a sta­tu­lui Ari­zo­na. I ndie­nii Na­va­jo ∆i 
Hopi î∆i constru­iesc ca­se­le în aceas­tƒ zo­na ari­dƒ a sta­tu­lui. 
Lu­crƒ­ri­le de ar­tƒ ce vin de aco­lo sunt o re­flec­≥ie a cul­tu­ri­lor 
bo­ga­te ∆i foar­te dez­vol­ta­te ale Na­va­jo ∆i Hopi ca­re atin­se­se 
apo­geul dez­vol­tƒ­rii mult înain­te de ve­ni­rea eu­ro­pe­ni­lor pe ≥ƒr
mu­ri­le Ame­ri­cii. Când pri­ve∆ti la fo­to­gra­fii­le lui Ge­ne Bal­zer 
∆i Russ Gil­bert ai oca­zia sƒ vezi lo­cuin­≥e­le an­ti­ce din pia­trƒ 
ale po­po­ru­lui Hi­sat­si­nom ∆i strƒ­mo­∆i­lor ca­re au lo­cu­it în acea 
zo­nƒ înain­te de tri­bu­ri­le Na­va­jo ∆i Hopi din pre­zent. Cre­dem 
cƒ mul≥i vor fi im­pre­sio­na≥i de ca­se­le so­li­de, cu mul­te ni­ve­le 
din pia­trƒ fin pre­lu­cra­tƒ construi­te cu mul­tƒ mƒ­iestrie pe stânci. 
Fo­to­gra­fii­le uimi­toa­re ale lui Ed­ward S. Cur­tis pre­zin­tƒ na­≥iu
ni­le Na­va­jo ∆i Hopi pro­fund mân­dre de acum 100 de ani. 

tra­di­≥ie ∆i ino­va­≥ie
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Am fost în­tot­dea­una fas­ci­na≥i de ace∆ti oa­meni ∆i cul­tu­ri­le lor 
∆i din când în când sun­tem ade­me­ni≥i sƒ re­ve­nim în aceas­tƒ 
zo­nƒ ca sƒ ex­plo­rƒm în pro­fun­zi­me cul­tu­ri­le lor din pre­zent ∆i 
din tre­cut. 

Sun­tem in­spi­ra≥i de is­to­ria im­pre­sio­nan­tƒ a aces­tor po­poa­re 
∆i sper cƒ pu­bli­cul din Mol­do­va va avea ace­la∆i sen­ti­ment 
du­pƒ vi­zio­na­rea aces­tor ima­gini ale lo­cuin­≥e­lor lor strƒ­mo­∆e∆ti 
∆i aces­tor exem­ple de lu­crƒri con­tem­po­ra­ne uti­li­zând me∆­te­∆u
gul tra­di­≥io­nal – ≥e­su­tul Na­va­jo ∆i pƒ­pu­∆i­le Hopi.

La fel ca ∆i ar­ta tra­di­≥io­na­lƒ ne adu­ce plƒ­ce­re ∆i împli­ni­re ∆i 
to­tul ce es­te nou, di­na­mic ∆i ino­va­tiv. Oda­tƒ cu dez­vol­ta­rea 
teh­no­lo­gi­ei, arti∆­tii ce lu­crea­zƒ în pre­zent pot ex­plo­ra noi mo
da­li­tƒ≥i de a se ex­pri­ma, creând ast­fel noi for­me de ar­tƒ. Lynn 
Kir­by es­te un artist ca­re a îm­brƒ­≥i­∆at ar­ta ex­pe­ri­men­ta­lƒ. Ex
pe­ri­men­tând cu mij­loa­ce­le ofe­ri­te de epo­ca di­gi­ta­lƒ, Lynn a 
tran­zi­tat de la pe­li­cu­la de 16 mm la ar­ta in­sta­la­≥ii­lor ∆i vi­deo. 
Ea a gƒ­sit cƒi de a trans­for­ma obiec­te­le co­ti­die­ne în ar­tƒ. 
Sun­tem mândri sƒ pre­zen­tƒm câ­te­va din lu­crƒ­ri­le ei pu­bli­cu­lui 
din Mol­do­va. Aces­tea in­clud o in­sta­la­≥ie vi­deo, un co­laj de 

ima­gini ∆i un triptic, toa­te fiind ne­tra­di­≥io­na­le în ce­ea ce pri­ve∆
te su­biec­tul ∆i teh­ni­ca de exe­cu­≥ie. 

Sun­tem pro­fund re­cu­nos­cƒ­tori Mu­zeu­lui Heard din Phoenix, 
Ari­zo­na; Ga­le­ria de Ar­te Plas­ti­ce Chris­top­her Car­do­zo din 
Min­nea­po­lis, Min­ne­so­ta; Ni­man Fi­ne Art din San­ta Fe, New 
Me­xi­co; Lynn Kir­by ∆i ce­lor­lal≥i arti∆ti pen­tru bu­nƒ­voin­≥a lor de 
a ne oferi lu­crƒ­ri­le lor pen­tru ex­po­zi­≥ie în tim­pul ∆e­de­rii noas­tre 
în Mol­do­va. De ase­me­nea ≥i­nem sƒ-i mul­≥u­mim echi­pei Pro­gra
mu­lui Ar­ta în Am­ba­sa­de, în spe­cial Cu­ra­to­ru­lui Imtiaz Ha­fiz, 
pen­tru con­tri­bu­≥ia de ex­cep­≥ie la rea­li­za­rea aces­tei ex­po­zi­≥ii. 

Spe­rƒm cƒ du­pƒ ce ve≥i fa­ce cu­no∆­tin­≥ƒ cu ar­ta ame­ri­ca­nƒ 
ori­gi­na­lƒ ve≥i ple­ca cu o no­uƒ ima­gi­ne des­pre cul­tu­ra noas­trƒ 
artis­ti­cƒ bo­ga­tƒ pre­cum ∆i des­pre di­ver­si­ta­tea ame­ri­ca­ni­lor 
ca­re au creat aceas­tƒ ar­tƒ. 

Am­ba­sa­do­rul Mi­chael D. Kir­by ∆i Dna Sa­ra P. Kir­by

Mol­do­va
Aprilie 2007

The ART in Embassies Program (ART) is a unique blend of 
art, diplomacy, and culture. Regardless of the medium, style, 
or subject matter, art transcends barriers of language and 
provides the means for ART to promote dialogue through the 
international language of art that leads to mutual respect and 
understanding between diverse cultures.

Modestly conceived in 1964, ART has evolved into a sophis-
ticated program that curates exhibitions, managing and ex-

hibiting more than 3,500 original works of art lent by United 
States citizens. The work is displayed in the public rooms of 
some 180 U.S. embassy residences and diplomatic missions 
worldwide. These exhibitions, with their diverse themes and 
content, represent one of the most important principles of our 
democracy: freedom of expression. The art is a great source 
of pride to U.S. ambassadors, assisting them in multi-func-
tional outreach to the host country’s educational, cultural, busi-
ness, and diplomatic communities.

the art in embassies program
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Pro­gra­mul De­par­ta­men­tu­lui de Stat al Sta­te­lor Uni­te „Ar­ta în 
Am­ba­sa­de” (PAA) es­te o îm­bi­na­re uni­cƒ din­tre ar­tƒ, di­plo­ma
≥ie ∆i cul­tu­rƒ. In­di­fe­rent de pro­ce­deu, stil sau su­biect, ar­ta de
pƒ­∆e∆­te ba­rie­re­le lingvis­ti­ce ∆i ofe­rƒ mij­loa­ce­le ca pro­gra­mul 
sƒ pro­mo­ve­ze dia­lo­gul prin in­ter­me­diul lim­bii in­ter­na­≥io­na­le 
a ar­tei ca­re re­zul­tƒ în res­pect ∆i în­≥e­le­ge­re reci­pro­cƒ în­tre 
di­fe­ri­te cul­turi. 

Con­ce­put mo­dest în 1964, PAA a evo­luat într-un pro­gram 
so­fis­ti­cat ca­re su­pra­veg­hea­zƒ ex­po­zi­≥ii, admi­nis­trând ∆i ex­pu
nând ori­gi­na­le­le a pes­te 3.500 de lu­crƒri ofe­ri­te cu îm­pru­mut 
de cƒ­tre ce­tƒ­≥e­nii Sta­te­lor Uni­te. Aces­tea sunt ex­pu­se în spa­≥ii
le pu­bli­ce ale apro­xi­ma­tiv 180 de re­∆e­din­≥e ale am­ba­sa­de­lor 
∆i mi­siu­ni­lor di­plo­ma­ti­ce ale SUA din în­trea­ga lu­me. Aces­te 
ex­po­zi­≥ii, cu di­ver­se­le lor te­me ∆i con­≥i­nu­turi, re­pre­zin­tƒ unul 
din­tre ce­le mai im­por­tan­te prin­ci­pii ale de­mo­cra­≥i­ei noas­tre: li
ber­ta­tea ex­pri­mƒ­rii. Ar­ta es­te o sur­sƒ de ma­re mân­drie pen­tru 
am­ba­sa­do­rii SUA, con­sti­tu­ind un mij­loc mul­ti­fun­c≥io­nal de co
mu­ni­ca­re cu co­mu­ni­tƒ­≥i­le edu­ca­≥io­na­le, cul­tu­ra­le, de afa­ceri 
∆i di­plo­ma­ti­ce ale ≥ƒ­rii gaz­dƒ. 

Ope­re­le de ar­tƒ pre­zen­ta­te prin acest pro­gram cu­prind o 
va­rie­ta­te de sti­luri ∆i pro­ce­dee, în­ce­pând cu por­tre­tis­ti­ca co­lo
nia­lƒ a se­co­lu­lui XVIII ∆i pâ­nƒ la in­sta­la­≥ii­le con­tem­po­ra­ne. Ele 
sunt ob­≥i­nu­te da­to­ri­tƒ gener­ozi­tƒ­≥ii sur­se­lor de închirie­re ca­re 
in­clud mu­zee din SUA, ga­le­rii, arti∆ti plas­tici, cor­po­ra­≥ii, in­sti­tu
≥ii, ∆i co­lec­≥io­nari pri­va≥i. Prin in­ter­me­diul ex­po­zi­≥ii­lor, mii­le de 
oas­pe≥i ca­re vi­zi­tea­zƒ re­∆e­din­≥e­le am­ba­sa­de­lor Sta­te­lor Uni­te 
în fie­ca­re an au po­si­bi­li­ta­tea de a se in­for­ma des­pre na­≥iu­nea 
noas­trƒ – is­to­ria sa, obi­ce­iu­ri­le, va­lo­ri­le ∆i as­pi­ra­≥ii­le ei – prin 
per­ce­pe­rea di­rec­tƒ a cƒi­lor in­ter­na­≥io­na­le de co­mu­ni­ca­re cu
nos­cu­te no­uƒ drept ar­tƒ. 

Pro­gra­mul „Ar­ta în Am­ba­sa­de” con­du­ce cu mân­drie efor­tul ­
glo­bal de a pre­zen­ta rea­li­zƒ­ri­le artis­ti­ce ale po­po­ru­lui SUA. 
Vƒ in­vi­tƒm sƒ vi­zi­ta≥i pa­gi­na de pe I n­ter­net a pro­gra­mu­lui 
http://aiep.sta­te.gov, ca­re în­fƒ­≥i­∆ea­zƒ ver­siu­ni­le elec­tro­ni­ce 
ale tu­tu­ror ex­po­zi­≥ii­lor din toa­tƒ lu­mea.

pro­gra­mul „ar­ta în am­ba­sa­de”

Works of art exhibited through the program encompass a 
variety of media and styles, ranging from eighteenth century 
colonial portraiture to multi-media installations.They are ob-
tained through the generosity of lending sources that include 
U.S. museums, galleries, artists, institutions, corporations, and 
private collectors. In viewing the exhibitions, the thousands of 
guests who visit U.S. embassy residences each year have the 
opportunity to learn about our nation – its history, customs, 

values, and aspirations – by experiencing firsthand the inter-
national lines of communication known to us all as art. 

The ART in Embassies Program is proud to lead this effort 
to present the artistic accomplishments of the people of the 
United States. We invite you to visit the ART website, http://
aiep.state.gov, which features on-line versions of all exhibi-
tions worldwide.
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Katsina dolls are actually called tithu by the Hopi people; 
Katsina primarily refers to the supernatural beings that are be-
lieved to visit the Hopi through the dolls. Katsinas function as 
messengers between the spiritual domain and mortals. 

Palhikmana is a Katsina represented by a female dancer who 
sometimes appears during the Night Dances as a Poliimana, 
or Butterfly Maiden, or as a Corn-grinding Maiden. Her main 
role is to perform a dance called Pavalhikwtu with a male 
partner, accompanied by songs provided by the Kooyemsi, 
or Mudhead katsinas. Women who participate in the dance 
initiation of the Marau society, a women’s society, are also 
called Palhikmana.

Following the Sun and Moon: Hopi Katsina Dolls. Heard Mu-
seum. Phoenix, Arizona. 

www.Peabody.Harvard.edu 

Pƒ­pu­∆i­le Kat­si­na sunt de fapt nu­mi­te tit­hu de cƒ­tre po­pu­la­≥ia 
Hopi; Kat­si­na se re­fe­rƒ, în pri­mul rând la ni∆­te fiin­≥e su­pra­na­tu
ra­le, ca­re, du­pƒ cum se cre­de, îi vi­zi­tea­zƒ pe oa­me­nii Hopi 
prin in­ter­me­diul pƒ­pu­∆i­lor. Aces­tea fun­c≥io­nea­zƒ ca ni∆­te me
sa­geri în­tre lu­mea spi­ri­te­lor ∆i cea a mu­ri­to­ri­lor. 

Pal­hik­ma­na es­te o pƒ­pu­∆ƒ Kat­si­na re­pre­zen­ta­tƒ printr-o dan
sa­toa­re, ca­re apa­re uneori în tim­pul Dan­su­ri­lor de Noap­te 
în chip de Po­lii­ma­na, sau F e­ci­oa­rƒ-Flu­tu­re, sau în chip de 
Fe­ci­oa­rƒ ca­re ma­ci­nƒ po­rumb. Ro­lul ei de ba­zƒ es­te sƒ dan
se­ze un dans nu­mit Pa­val­hik­wtu având ca partener un bƒr­bat, 
fiind acom­pa­nia≥i de cân­te­ce in­ter­pre­ta­te de Ko­oyemsi, sau 
pƒ­pu∆i kat­si­na cu ca­pul de no­roi. Fe­mei­le ca­re par­ti­ci­pƒ la 
ini­≥ie­rea dan­su­lui din co­mu­ni­ta­tea Ma­rau, o co­mu­ni­ta­te de 
fe­mei, mai sunt nu­mi­te ∆i Pal­hik­ma­na.

Pe ur­me­le soa­re­lui ∆i lu­nii: Pƒ­pu­∆i­le Hopi Kat­si­na. M u­zeul 
Heard. Phoenix, Ari­zo­na.

www.Peabody.Harvard.edu 

farrel ami
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farrel ami
Palhikmana Katsina, undated. 12 x 6 in. Courtesy of the Heard Museum, Phoenix, Arizona
Pal­hik­ma­na Kat­si­na, ne­da­ta­tƒ. 30,5 x 15,2 cm. Ofe­ri­tƒ de Mu­zeul Heard, Phoenix, Ari­zo­na
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Kiet Siel (“broken pottery” in Navaho) and Betatakin are two 
of the largest and best preserved cliff dwellings in Navajo 
National Monument, Tonalea, Arizona. Tree ring dating in-
dicates that most of the timbers were cut between AD 1272 
and AD 1275; however carbon fourteen dating of the soot 
visible on the ceiling indicates that these sites were inhabited 
long before these structures were built, possibly around AD 
950. Betatakin, a 125 room cliff dwelling was begun in AD 
1250 and by AD 1300 the site was abandoned.

Gene Balzer’s passions are photography and teaching pho-
tography. He has lived in Flagstaff, Arizona, since 1972. 
His subject matter ranges from desert scenes and northern 
Arizona’s mountains, to Indian ruins and old Spanish missions, 
to Native American artwork. Dr. Balzer is the senior photogra-
phy faculty member at Northern Arizona University, where he 
teaches portrait and commercial photography, among other 
classes. Balzer’s patrons include Arizona Highways Maga-
zine; Hasselblad USA; the Hualapai Indian Tribe; the Mu-
seum of Northern Arizona, Flagstaff; National Geographic 
Society, Washington, D.C.; Readers Digest Books; and Time-
Life Books. 

Kiet Siel (“oa­le­le spar­te“ din Na­va­ho) ∆i Be­ta­ta­kin sunt do­uƒ 
ce­le mai mari ∆i mai bi­ne pƒs­tra­te ora­∆e ru­pes­tre ale Mo­nu
men­tu­lui Na­≥io­nal Na­va­jo, To­na­lea, Ari­zo­na. I ne­le­le de pe 
trunchiu­ri­le rƒ­ma­se in­di­cƒ fap­tul cƒ ma­jo­ri­ta­tea lem­nu­lui a fost 
tƒ­iat în­tre anii 1272 ∆i 1275 e.n.; tot­oda­tƒ, tes­tul de car­bon, 
efec­tuat la fu­nin­gi­nea vi­zi­bi­lƒ pe ta­va­nul lo­cuin­≥ei, arƒ­tƒ cƒ 
aces­te lo­curi erau lo­cui­te cu mult înain­te de a fi construi­te 
lo­cuin­≥e­le da­te, po­si­bil în ju­rul anu­lui 950 e.n. Construc­≥ia 
ora­∆u­lui ru­pes­tru Be­ta­ta­kin, un ora∆ din 125 de ca­me­re, a 
fost în­ce­pu­tƒ în 1250 e.n., iar cƒ­tre anul 1300 lo­cul a fost 
aban­do­nat.

Ge­ne Bal­zer es­te pa­sio­nat de fo­to­gra­fie ∆i de pre­da­rea ar
tei fo­to­gra­fi­ce. El lo­cu­ie∆­te în Flag­staff, Ari­zo­na, din 1972. 
Spec­trul de su­biec­te ce îl in­te­re­sea­zƒ va­ria­zƒ de la sce­ne de 
de­∆ert ∆i mun­≥ii din nor­dul sta­tu­lui A ri­zo­na, rui­ne­le tri­bu­ri­lor 
indie­ne ∆i ve­chi­le mi­siuni ale spa­nio­li­lor, pâ­nƒ la ar­ta lo­ca­lƒ 
din Ame­ri­ca. Dr. Bal­zer es­te ab­sol­vent al fa­cul­tƒ­≥ii de ar­tƒ fo­to
gra­fi­cƒ al Uni­ver­si­tƒ­≥ii Nor­thern Ari­zo­na, un­de, pe lân­gƒ al­te 
cur­suri, pre­dƒ ar­ta por­tre­tu­lui ∆i fo­to­gra­fia co­mer­cia­lƒ. Bal­zer 
co­la­bo­rea­zƒ cu: re­vis­ta Ari­zo­na Hig­hways; Has­sel­blad USA; 
the Hua­la­pai Indian Tri­be; Mu­zeul din Ari­zo­na de Nord, Flag
staff; Na­tio­nal Geo­grap­hic So­cie­ty, Was­hin­gton, D.C.; Rea
ders Di­gest Books; ∆i Ti­me-Li­fe Books. 

gene balzer (1938)
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gene balzer
Betatakin Overlook, undated
Color photograph, 24 x 30 in. 
Courtesy of the artist, Flagstaff, Arizona

Pri­vi­re asu­pra Be­ta­ta­kin-u­lui, ne­da­ta­tƒ
Fo­to­gra­fie co­lor, 61 x 76,2 cm
Ofe­ri­tƒ de artist, Flag­staff, Ari­zo­na

gene balzer
Kiet Siel, undated
Color photograph, 24 x 30 in. 
Courtesy of the artist, Flagstaff, Arizona

Kiet Siel, ne­da­ta­tƒ
Fo­to­gra­fie Co­lor, 61 x 76,2 cm
Ofe­ri­tƒ de artist, Flag­staff, Ari­zo­na
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D.Y. Begay is a Navajo born to Totsohnii, the Big Water 
people, and Ta’chii’nii, the Red Streak Earth people. D.Y. is a 
weaver, and a daughter of a weaver’s daughter. She learned 
at an early age to shear sheep, and to card and spin wool. 
Her parents showed her which plants to pick for dyeing the 
fleece to obtain the varied and subtle colors she uses in her 
weaving. As she says, “Everything in my weaving is natural. 
I use the same techniques passed from my ancestors to me to 
create designs that have artistic and traditional values.” D.Y. 
has exhibited her weavings at the Indian Market in Santa Fe, 
New Mexico; the Lawrence Indian Arts Show in Lawrence, 
Kansas; the Heard Museum in Phoenix, Arizona; the Scotts-
dale Indian Artists of America Show in Arizona; and numer-
ous galleries in New York City; Newark, New Jersey; Phila-
delphia, Pennsylvania; Washington, D.C.; and Connecticut. 
Among her many credits are co-curating exhibitions in New 
York (National Museum of the American Indian, Smithsonian 
Institution) and in Santa Fe (Wheelwright Museum) as well 
as serving as a consultant to many museums, galleries and 
private collectors throughout the country. Her early schooling 
was on the reservation, and later at Arizona State University 
at Tempe, where she received her Bachelor of Fine Arts de-
gree in arts and art education. 

D.Y. Be­gay s-a nƒs­cut în Na­va­jo, în tri­bul Tot­soh­nii, Oa­me­nii 
de la Apa Ma­re ∆i Ta’chii’nii, Oa­me­nii de pe Pƒ­mân­tul cu 
Dungi Ro­∆ii. D.Y. es­te o ≥e­sƒ­toa­re, dar ∆i fii­ca unei fii­ce de 
≥e­sƒ­toa­re. De la vâr­stƒ foar­te fra­ge­dƒ ea a în­vƒ­≥at sƒ tun­dƒ 
oi­le, sƒ piep­te­ne ∆i sƒ toar­cƒ lâ­nƒ. Pƒ­rin­≥ii ei i-au arƒ­tat ce 
plan­te sƒ cu­lea­gƒ pen­tru a vopsi lâ­na ∆i pen­tru a ob­≥i­ne cu­lori 
va­ria­te ∆i ra­fi­na­te. Du­pƒ cum spu­ne ea, “Tot ce fac eu din 
lâ­nƒ es­te na­tu­ral. Eu fo­lo­sesc ace­lea∆i teh­no­lo­gii pe ca­re le 
fo­lo­se­au ∆i strƒ­mo­∆ii mei ∆i creez mo­de­le ca­re au atât va­loa­re 
artis­ti­cƒ, cât ∆i tra­di­≥io­na­lƒ .“ D.Y. ∆i-a pre­zen­tat lu­crƒ­ri­le din 
lâ­nƒ la Târ­gul Indian din San­ta Fe, New Me­xi­co; la Law­ren
ce Indian Arts Show din Law­ren­ce, Kan­sas; la Mu­zeul Heard 
din Phoenix, Ari­zo­na; la Sho­wul Arti∆­ti­lor I ndieni ame­ri­cani 
din Scotts­da­le, Ari­zo­na; ∆i nu­me­roa­se ga­le­rii din New York; 
Ne­wark, New  Jersey; Phi­la­del­phia, Pennsylvania; Was­hin
gton, D.C.; ∆i Con­nec­ti­cut. Prin­tre me­ri­te­le ei se nu­mƒ­rƒ co­la
bo­ra­rea la or­ga­ni­za­rea a nu­me­roa­se ex­po­zi­≥ii în New York 
( Mu­zeul Na­≥io­nal al I ndie­ni­lor Ame­ri­cani, din Smit­hso­nian 
In­sti­tu­ion) ∆i în San­ta Fe (Mu­zeul Wheelwright) pre­cum ∆i acti
vi­ta­tea în ca­li­ta­te de con­sul­tant a nu­me­roa­se mu­zee, ga­le­rii 
∆i co­lec­≥ii pri­va­te din în­trea­ga ≥a­rƒ. Stu­dii­le le-a des­fƒ­∆u­rat în 
re­zer­va­≥ie, iar mai târ­ziu, la Uni­ver­si­ta­tea de Stat din Ari­zo
na, la Tem­ple, a pri­mit di­plo­ma de Li­cen­≥iat în Ar­te ∆i Stu­dii 
Uma­ni­ta­re.

d.y. begay
Two Points, 2005

Wool warp, wool weft in the natural color and aniline dyed black, 60 x 35 in.
Courtesy of the artist, Scottsdale, Arizon

Do­u√ pun­cte, 2005
Pla­pu­mƒ ∆i ≥e­sƒ­tu­rƒ din lâ­nƒ de cu­loa­re na­tu­ra­lƒ vop­si­tƒîn ne­gru cu ani­li­nƒ,152,4 x 88.9 cm

Ofe­ri­tƒ de artist, Scotts­da­le, Ari­zo­na

d.y. begay
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Edward Curtis, later called by some tribes “Shadow Catcher,” 
was born in 1868 near Whitewater, Wisconsin. In 1874, 
the Curtis family moved to La Sueur County, Minnesota. Curtis 
built his first camera at the age of twelve and taught himself 
to expose and develop film and to make photographic prints. 
By age seventeen, he was working as an apprentice pho-
tographer in St. Paul, Minnesota. Requiring for its completion 
more than thirty years, one and a half million dollars and the 
assistance of a vast array of patrons, researchers, scientists, 
editors, master craftsmen, interpreters, sympathetic creditors, 
tribal elders, and medicine men, Curtis published The North 
American Indian between 1907 and 1930. It comprised 
twenty volumes, with more than twenty-two hundred photogra-
vures, the book created a photographic and ethnographic re-
cord of more than eighty of North America’s native nations. 

In the field, Curtis instituted his own methodology, “the twenty-
five cardinal points,” to amass information on all areas of 
Indian life and lore, including vocabulary, political and so-
cial organization, religious customs, dwellings, food gather-
ing and preparation, geography, games, music and dance, 
dress, weights and measures, and birth, marriage, and death 
customs. 

Ed­ward Cur­tis, mai târ­ziu nu­mit de une­le tri­buri “Vâ­nƒ­tor de 
Um­bre,“ s-a nƒs­cut în 1868 în apro­pie­rea lo­ca­li­tƒ­≥ii Whi­te
wa­ter, Wis­con­sin. În 1874, fa­mi­lia C ur­tis s-a mu­tat la L a 
Su­eur Coun­ty, Min­ne­so­ta. Cur­tis ∆i-a construit pri­mul apa­rat 
de fo­to­gra­fiat la 12 ani ∆i s-a în­vƒ­≥at sƒ de­ve­lo­pe­ze fil­mul 
∆i sƒ im­pri­me fo­to­gra­fii­le. L a 17 ani el era de­ja uce­nic de 
fo­to­graf la St. Paul, Min­ne­so­ta. Du­pƒ o mun­cƒ de mai bi­ne 
30 de ani, in­ves­tind un mi­lion ∆i ju­mƒ­ta­te de do­lari ∆i cu aju
to­rul unui grup ma­re de men­tori, cer­ce­tƒ­tori, sa­van≥i, edi­tori, 
me∆­te­∆u­gari ∆i me∆­teri, trans­la­tori, cre­di­tori ce îl sim­pa­ti­zau ∆i 
s-au do­ve­dit în­≥e­le­gƒ­tori, pre­cum ∆i a mai ma­ri­lor tri­bu­ri­lor ∆i 
a oa­me­ni­lor din do­me­niul me­di­ci­nii, Cur­tis a pu­bli­cat „The 
North Ame­ri­can I ndian” în­tre anii 1907 ∆i 1930. Aceas­ta 
a cu­prins 20 de vo­lu­me cu mai mult de 2200 de gra­vuri 
fo­to­gra­fi­ce, re­pre­zen­tând o în­re­gis­tra­re a ves­ti­gii­lor fo­to­gra­fi
ce ∆i et­no­gra­fi­ce a mai mult de 80 de na­≥iuni bƒ∆­ti­na­∆e din 
Ame­ri­ca de Nord. 

Cur­tis a ela­bo­ra­te pro­pria me­to­dƒ în acest do­me­niu, “ce­le 
25 de pun­cte car­di­na­le“ pen­tru a pu­tea co­lec­ta in­for­ma­≥ii din 
toa­te sfe­re­le vie­≥ii ∆i cre­din­≥ei indie­ni­lor, in­clu­siv vo­ca­bu­la­rul, 
or­ga­ni­za­rea po­li­ti­cƒ ∆i so­cia­lƒ, obi­ce­iu­ri­le re­li­gi­oa­se, lo­cuin
≥e­le, ob­≥i­ne­rea ∆i pre­pa­ra­rea hra­nei, geo­gra­fia, jo­cu­ri­le, ves
ti­men­ta­≥ia, greu­tƒ­≥i­le ∆i uni­tƒ­≥i­le de mƒ­su­rƒ, mu­zi­ca ∆i dan­sul, 
pre­cum ∆i obi­ce­iu­ri­le le­ga­te de na∆­te­re, nun­tƒ ∆i moar­te.

edward s. curtis (1868-1952)
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edward s. curtis
Hopi Man, c. 1921
Contemporary platinum print 
18 x 14 in.
Courtesy of Christopher Cardozo 
Fine Art, Minneapolis, Minnesota

B√r­bat Hopi, 1921­
Tipar contemporan pe platinƒ, 
45,7 x 35,6 cm
Ofe­ri­tƒ de Christopher Cardozo 
Fine Art, Minneapolis, Minnesota
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Canyon de Chelly (pronounced “de chay”, after the Navaho 
“Ta Shay”) was one of the most sacred places for the Na-
vaho and remains so to this day. It is located in Northeastern 
Arizona in the heart of Navaho country. Of Curtis’ 50,000 
negatives this is considered to be one of his ten most impor-
tant and powerful. The insignificance of man relative to nature 
is clearly illustrated through the sheer size of enduring cliff 
formations (over 1,000 feet high) that surround the riders. 

Ca­nyon de Chel­ly ( se pro­nun­≥ƒ „de chay”, du­pƒ dia­lec­tul 
Na­va­ho „Ta Shay”) a fost ∆i rƒ­mâ­ne pâ­nƒ as­tƒzi unul din­tre 
lo­cu­ri­le ce­le mai sa­cre ale Na­va­ho. Es­te si­tuat în Nor­dul Ari
zo­nei, în ini­ma re­giu­nii Na­va­ho. Din ce­le 50,000 de ne­ga­ti
ve ale lui Cur­tis, aces­ta es­te con­si­de­rat a fi unul din ce­le ze­ce 
ce­le mai im­por­tan­te ∆i mai im­pre­sio­nan­te. Lip­sa de sem­ni­fi­ca
≥ie a omu­lui în com­pa­ra­≥ie cu na­tu­ra es­te arƒ­ta­tƒ clar prin mƒ
ri­mea ab­so­lu­tƒ a for­ma­≥iu­ni­lor stân­coa­se (înal­te de mai bi­ne 
de 1,000 de pi­ci­oa­re) ca­re în­con­joa­rƒ cƒ­lƒ­re­≥ii.

edward s. curtis
Canyon de Chelly-Navaho, 1904. Contemporary platinum print, 14 x 18 in. Courtesy of Christopher Cardozo Fine Art, Minneapolis, Minnesota

Ca­nio­nul de Chel­ly-Na­va­ho, 1904. Tipar contemporan pe platinƒ, 35,6 x 45,7 cm­
Ofe­ri­tƒ de Christopher Cardozo Fine Art, Minneapolis, Minnesota
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Nampeyo (1860?–1942) was a Hopi potter who lived on 
the Hopi Reservation in present-day Arizona. Her Tewa name, 
Num-pa-yu, means “snake that does not bite.” She was born 
at Hano Pueblo, which is primarily made up of descendants of 
the Tewa tribe who fled west to Hopi lands after the Pueblo Re-
bellion of 1680. Her mother, Ootca-ka-o was Tewa; her father 
Qots-vema, from nearby Walpi Pueblo, was Hopi. Nampeyo 
was eventually considered one of the finest Hopi potters. She 
learned pottery making from her paternal grandmother, and de-
veloped her own style based on traditional designs. Her work 
was purchased for the Smithsonian Institution and by collectors 
worldwide. In 1904 and 1907, she produced and sold pot-
tery at the Grand Canyon lodge owned by the Fred Harvey 
Company. Nampeyo and her husband traveled to Chicago 

in 1898 and 1910 to display her work. In 1925 Nampeyo 
began to lose her sight, but continued to form and shape pots 
by touch. These later pots were painted by members of her fam-
ily, including her four daughters, who also became well-known 
potters. She worked with clay until her death in 1942. 

Nam­pe­yo (1860?–1942) a fost un olar Hopi ca­re trƒ­ia în 
Re­zer­va­≥ia Hopi în. Ari­zo­na con­tem­po­ra­nƒ. Nu­me­le ei Te­wa, 
Num-pa-yu, în­seam­nƒ “∆ar­pe­le ca­re nu mu∆­cƒ.“ Ea s-a nƒs­cut 
la Ha­no Pue­blo, for­mat în ma­re par­te din ur­ma­∆ii tri­bu­lui Te­-
wa, ca­re au mers pe ca­lea apei pâ­nƒ la pƒ­mân­tu­ri­le Hopi, 
du­pƒ Rƒs­coa­la din Pue­blo (Pue­blo Re­bel­lion) din 1680. Ma­-
ma ei, Oot­ca-ka-o era o Te­wa; ta­tƒl, Qots-ve­ma, ori­gi­nar din 
îm­pre­ju­ri­mi­le lo­ca­li­tƒ­≥ii Walpi Pue­blo, era un Hopi. Mai târ­ziu 
Nam­pe­yo a fost con­si­de­ra­tƒ una din­tre cei mai is­cu­si≥i olari 
Hopi. Ea a de­prins ar­ta olƒ­ri­tu­lui de la bu­ni­ca ei din par­tea 
ta­tei ∆i ∆i-a ela­bo­rat un stil per­so­nal ba­zat pe mo­de­le­le tra­di
≥io­na­le. Lu­crƒ­ri­le ei au fost achi­zi­≥io­na­te de cƒ­tre Smit­hso­nian 
In­sti­tu­tion ∆i de cƒ­tre co­lec­≥io­na­rii din în­trea­ga lu­me. În 1904 
∆i 1907 ea con­fec­≥io­nat ∆i vân­dut ce­ra­mi­cƒ la ghe­re­ta de la 
Grand Ca­nyon, pro­prie­ta­te a Com­pa­ni­ei Fred Har­vey. Nam
pe­yo ∆i so­≥ul ei au mers la Chi­ca­go în 1898 ∆i 1910 pen­tru 
a-∆i ex­pu­ne lu­crƒ­ri­le. În 1925 Nam­pe­yo a în­ce­put sƒ-∆i piar
dƒ ve­de­rea, dar a con­ti­nuat sƒ mo­de­le­ze va­se­le cu aju­to­rul 
sim­≥u­lui tac­til. Aces­te din ur­mƒ oa­le au fost or­na­men­ta­te de cƒ
tre mem­brii fa­mi­li­ei ei, in­clu­siv de cƒ­tre ce­le do­uƒ fii­ce, ca­re 
de ase­me­nea au de­ve­nit me∆­teri olari re­nu­mi≥i. Ea a con­ti­nuat 
sƒ lu­cre­ze cu lu­tul pâ­nƒ în 1942, când s-a stins din via­≥ƒ. 

edward s. curtis
The Potter – Hopi (Nampeyo), c. 1906
Contemporary platinum print, 18 x 14 in. 
Courtesy of Christopher Cardozo Fine Art, Minneapolis, Minnesota

Ola­rul Hopi (Nam­pe­yo), c. 1906 
Tipar contemporan pe platinƒ, 45,7 x 35,6 cm­
Ofe­ri­tƒ de Christopher Cardozo Fine Art, Minneapolis, Minnesota
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Ordinarily the only garment of the primitive Hopi 
woman was an undyed cotton robe, which 
passed under the left arm and was fastened 
above the right shoulder, the edges overlapped 
at the right side, and the robe was tied with an 
embroidered belt. Arms and lower legs were left 
bare. On special occasions women wore deer-
skin moccasins, to which were attached white 
leggings of the same material, each consisting 
of half of a large skin, which was wrapped 
round the calf like a thick bandage.

De obi­cei, sin­gu­ra îm­brƒ­cƒ­min­te a fe­meii pri
mi­ti­ve din tri­bul Hopi era o ro­bƒ ne­vop­si­tƒ de 
bum­bac, tre­cu­tƒ pe sub bra­≥ul stâng ∆i le­ga­tƒ 
de-a­su­pra umƒ­ru­lui drept, poa­le­le din dreap­ta 
fiind su­fle­ca­te ∆i ro­ba fiind le­ga­tƒ cu o cu­rea 
bro­da­tƒ. Bra­≥e­le ∆i par­tea de jos a pi­ci­oa­re­lor 
erau lƒ­sa­te dez­go­li­te. La oca­zii spe­cia­le fe­mei
le pur­tau mo­ca­sini din pie­le de cerb, la aces­tea 
fiind ane­xa­te jam­bie­re din ace­la∆i ma­te­rial, fie
ca­re re­pre­zen­tând o bu­ca­tƒ la­tƒ de pie­le, ca­re 
se în­fƒ­∆u­ra în ju­rul gam­bei, ca un ban­daj gros.

edward s. curtis
Hopi Mother, 1922. Contemporary platinum print, 18 x 14 in.

Courtesy of Christopher Cardozo Fine Art, Minneapolis, Minnesota

Ma­m√ Hopi, 1922. Tipar contemporan pe platinƒ, 45,7 x 35,6 cm
Ofe­ri­tƒ de Christopher Cardozo Fine Art, Minneapolis, Minnesota



16

Such large capacity storage rooms as the Fire House Granary 
in the San Juan-Anasazi Wilderness, Utah and the Cave Town 
of the Rio de Chelly, Utah are scattered throughout this region 
of the Southwest. Some storage rooms show evidence of hav-
ing been burned out. This may have been a practice to kill 
bacteria and fungi, if a previous food cache showed signs 
of rot. While the nearby canyon bottom is narrow with little 
area for crops, dwellings and signs of dry land agriculture are 
found on the mesa above. 

In 1979, Russ Gilbert began his photographic career as a 
high school yearbook staff photographer. In 1985, he gradu-
ated from Northern Arizona University with a degree in com-
mercial photography and started his own commercial photog-
raphy business that same year.

Although commercial photography provides his living, his 
heart is with black and white fine art photography. In recent 
years, super large format cameras have been his choice of 
hardware, with 7 x 17 inch and 12 x 20 inch formats com-
prising most of his output. His work has been exhibited at 
the Museum of Northern Arizona and the Coconino Center 
for the Arts, both in Flagstaff Arizona, and the Maine Photo-
graphic Workshops, Rockport. Gilbert’s patrons include the 
Ford Motor Company, General Motors, Chrysler, Citroen, 
and Hyundai.

Spa­≥ii de o ase­me­nea ca­pa­ci­ta­te de de­po­zi­ta­re ca în „In­cen
diul unui Am­bar” din San Juan-A­na­sazi Wil­der­ness, Utah ∆i în 
Ora­∆ul din Pe∆­te­rƒ of the Rio de Chel­ly, Utah, sunt îm­prƒ∆­tia­te 
pes­te tot în re­giu­nea din Sud-vest. Une­le din­tre aces­tea pre
zen­tƒ mƒr­tu­rii cƒ au fost ar­se. Aceas­ta pa­re sƒ fi fost o mo­da
li­ta­te de a ni­mici bac­te­rii­le ∆i ciu­per­ci­le, atunci când re­zer­ve­le 
de hra­nƒ în­ce­pe­au sƒ dea sem­ne de mu­ce­gai, în timp ce 
de­pre­siu­nea ca­nio­nu­lui în­ve­ci­nat e în­gus­tƒ cu pu­≥i­ne su­pra­fe­≥e 
pen­tru a fi cul­ti­va­te, pe par­tea de sus, pla­tƒ, a co­li­nei, se vƒd 
sem­ne de a∆e­zƒri cu pƒ­mânt cul­ti­vat. 

În 1979, Russ Gil­bert, ∆i-a în­ce­put ca­rie­ra fo­to­gra­fi­cƒ în ca­li
ta­te de fo­to­graf ce se ocu­pa de fo­to­gra­fii­le de ab­sol­vi­re. În 
1985 el a ab­sol­vit Uni­ver­si­ta­tea Nor­thern Ari­zo­na, ob­≥i­nând 
spe­cia­li­ta­tea de fo­to­graf co­mer­cial ∆i por­nind o pro­prie afa­ce
re în do­me­niul fo­to­gra­fi­ei co­mer­cia­le în ace­la∆i an. 

De∆i î∆i câ∆­ti­gƒ exis­ten­≥a din fo­to­gra­fia co­mer­cia­lƒ, pa­siu­nea 
lui es­te fo­to­gra­fia artis­ti­cƒ alb-ne­gru. În ulti­mii ani a pre­fe­rat 
apa­ra­te­le cu for­mat foar­te ma­re de 7 x 17 inch ∆i 12 x 20, 
aces­ta fiind for­ma­tul ma­jo­ri­tƒ­≥ii lu­crƒ­ri­lor sa­le. Aces­tea din ur­-
mƒ au fost ex­pu­se la Mu­zeul din Ari­zo­na de Nord ∆i Cen­trul 
de Ar­tƒ Co­co­ni­no, pre­cum ∆i în Flag­staff Ari­zo­na, la Ate­lie­re
le Fo­to­gra­fi­ce din Mai­ne, Roc­kport. Gil­bert co­la­bo­rea­zƒ cu 
Com­pa­nia Ford Mo­tor, Gener­al Mo­tors, Chry­sler, Ci­troen ∆i 
Hyun­dai.

russ gilbert (1962)
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russ gilbert
Fire House Granary, undated. Color photograph, 30 x 24 in. Courtesy of the artist, Flagstaff, Arizona
In­cen­diul unui Am­bar, ne­da­ta­tƒ. Fo­to­gra­fie co­lor, 76,2 x 61 cm. Ofe­ri­tƒ de artist, Flag­staff, Ari­zo­na
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russ gilbert
Cave Town, undated. Black and white photograph, 30 x 24 in. Courtesy of the artist, Flagstaff, Arizona
 Ora­≈ul din Pe≈te­r√, ne­da­ta­tƒ. Fo­to­gra­fie alb-ne­gru, 76,2 x  61 cm. Ofe­ri­tƒ de artist, Flag­staff, Ari­zo­na
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The recent work of Lynn Marie Kirby uses shape and form 
to excavate (her term) both the particularity of individual mo-
ments, and the cycles of lived, embodied existence, of artistic 
creation, of motherhood and family life, or urban dwelling 
and international transit. Her work is, ultimately, about the 
structures we use to access our world, and what we care most 
about in it. This is often accomplished by the use of chance 
elements, as when she exposes raw film stock to the available 
light in specific locations (in the Latent Light Excavations se-
ries), while other work explores the rhythms and temporal drifts 
inherent in video’s capacity for the long take (as in the Time 
Dilations series). However, Kirby’s methods of collecting visual 
and aural data are always supplemented by rigorous process-
es of re-ordering. Available light is channeled into deliberate 
shapes and forms, and recordings of lived experiences are 
manipulated and expanded so as to allow their subtle formal 
patterns and aesthetic characteristics to emerge. These forms 
frequently allude to the so-called purity of modernist painting. 
But Kirby uses this history in order to foreground the impurity 
and “messiness” of daily existence. Her art brings the logics 
of high art back into the private realm, as a deeply personal 
way of looking and a set of possibilities available to us all.

– Michael Sicinski, Lecturer
Department of Transmedia, Syracuse University

În acti­vi­ta­tea sa re­cen­tƒ, Lynn Ma­rie Kir­by fo­lo­se∆­te for­ma pen
tru a dez­gro­pa (ter­me­nul au­toa­rei) con­co­mi­tent par­ti­cu­la­ri­tƒ­≥i
le mo­men­te­lor sin­gu­la­re ∆i cir­cui­tul exis­ten­≥ei par­cur­se, trƒi­te, 
în­cor­po­ra­te, ale crea≥i­ei artis­ti­ce, ale ma­ter­ni­tƒ­≥ii ∆i ale vie­≥ii 
de fa­mi­lie sau ale lo­cuin­≥ei ur­ba­ne ∆i ale tran­zi­tu­lui in­ter­na­≥io
nal. Mun­ca ei ≥i­ne, în ul­ti­mƒ in­stan­≥ƒ de struc­tu­ri­le pe ca­re le 
fo­lo­sim pen­tru a avea ac­ces la lu­mea noas­trƒ, pre­cum ∆i de 
lu­cru­ri­le de ca­re ne pa­sƒ cel mai mult în aceas­tƒ lu­me. Aceas
ta se poa­te uneori rea­li­za prin uti­li­za­rea ele­men­te­lor ofe­ri­te 
de ∆an­sƒ, ca în ca­zul în ca­re ea de­ve­lo­pea­zƒ ma­te­ria­lul de 
pe film la lu­mi­na la ca­re are ac­ces în anu­mi­te lo­ca­≥ii (se­ria Re
ve­la­≥ii­le Lu­mi­nii La­ten­te) în timp ce în al­te lu­crƒri sunt ex­plo­ra­te 
rit­mu­ri­le ∆i cir­cui­tul tem­po­rar spe­ci­fic ca­pa­ci­tƒ­≥ii de im­pri­ma­re 
a ima­gi­nii pen­tru o pe­ri­oa­dƒ lun­gƒ de timp (ca în se­ria Di­la­tƒ
ri­le Tim­pu­lui). Tot­oda­tƒ, me­to­de­le doam­nei Kir­by de a co­lec­ta 
in­for­ma­≥ia vi­zua­lƒ ∆i cea de au­rƒ es­te me­reu com­ple­ta­tƒ de 
pro­ce­se de rea­ran­ja­re ri­gu­roa­sƒ. Lu­mi­na dis­po­ni­bi­lƒ es­te ca
na­li­za­tƒ în for­me ∆i pro­fi­luri de­li­be­ra­te, ast­fel cƒ în­re­gis­trƒ­ri­le 
ex­pe­rien­≥e­lor trƒi­te sunt ma­ne­vra­te ∆i extin­se, în a∆a fel ca 
struc­tu­ri­le for­ma­le sub­ti­le ∆i ca­rac­te­ris­ti­ci­le es­te­ti­ce ale aces­to
ra sƒ poa­tƒ ie∆i la ivea­lƒ. Aces­te for­me amin­tesc frec­vent de 
a∆a-nu­mi­ta pu­ri­ta­te a pic­tu­rii mo­der­nis­te. Dar Kir­by fo­lo­se∆­te 
aceas­tƒ is­to­rie pen­tru a evi­den­≥ia ca­rac­te­rul im­pur ∆i de­zor­di
nea exis­ten­≥ei co­ti­die­ne. Ar­ta ei adu­ce lo­gi­ca ar­tei înal­te îna
poi în li­mi­te­le par­ti­cu­la­ru­lui, într-un mod pro­fund per­so­nal de 
a privi, ofe­rin­du-ne ∆i un set de po­si­bi­li­tƒ≥i afla­te la dis­po­zi­≥ia 
noas­trƒ a tu­tu­ror.

– Mi­chael Si­cinski, Lector
Facultatea Artelor Vizuale
Universitatea din Syracuse

lynn marie kirby (born 1951)
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lynn marie kirby
Traces of American Life. A series of video installations, undated. Courtesy of the artist, San Francisco, California
Ur­me ale Vie≤ii Ame­ri­ca­ne. O se­rie de in­sta­la­≥ii vi­deo, ne­da­ta­tƒ. Ofe­ri­tƒ de artist, San Fran­cis­co, Ca­li­for­nia

This collection of video works Traces of American Life, is 
made up of records of time passing. These projects speak 
about American experience – daily life in the home, our sense 
of community through shared celebrations and our infatuation 
with mobility seen as we travel in our cars through the land-
scape. Lynn Marie Kirby’s work has been widely exhibited 
in galleries and museums including the Whitney Museum of 
American Art and the Museum of Modern Art, both in New 
York City; the Olympic Museum, Sarajevo, Bosnia and Her-
zegovenia; the Pompidou Centre and Theatre Entrepot in 
Paris, France; Luna Park and the Arsenal in Berlin, Germany; 
the Portland Museum of Art, Oregon; the Kennedy Center, 
Washington D.C.; and the Museum of Modern Art in San 
Francisco, California, as well as in a retrospective at the San 
Francisco Cinematheque.

Aceas­tƒ co­lec­≥ie de lu­crƒri vi­deo „Ur­me ale Vie­≥ii Ame­ri­ca
ne”, este alcƒtuitƒ din do­vezi ale tim­pu­lui ca­re tre­ce. Aces­te 
pro­iec­te vor­besc des­pre ex­pe­rien­≥a ame­ri­ca­nƒ, des­pre via­≥a 
noas­trƒ co­ti­dia­nƒ, des­pre sen­ti­men­tul nos­tru de co­mu­ni­ta­te 
prin sƒr­bƒ­tori co­mu­ne ∆i pa­siu­nea noas­trƒ pen­tru mo­bi­li­ta­te, 
pri­vi­tƒ ca o cƒ­lƒ­to­rie cu ma­∆i­na pe pƒ­mân­tu­ri­le na­ta­le. Ope
ra lui L ynn Ma­rie Kir­by a fost ex­pu­sƒ pe larg în ga­le­rii ∆i 
mu­zee, in­clu­siv Mu­zeul de Ar­tƒ Ame­ri­ca­nƒ Whit­ney ∆i Mu
zeul de Ar­tƒ Mo­der­nƒ, am­be­le afla­te la New York; Mu­zeul 
Olim­pic, Sa­ra­je­vo, Bosnia ∆i Herzegovina; Cen­trul Pom­pi­dou 
∆i Tea­trul En­tre­pot din Pa­ris; Lu­na Park ∆i Ar­se­nal din Ber­lin, 
Ger­ma­nia; Mu­zeul de ar­tƒ Por­tland, Ore­gon; Cen­trul Ken­ne
dy, Was­hin­gton D.C. ∆i Mu­zeul de ar­tƒ mo­der­nƒ din San 
Fran­cis­co, Ca­li­for­nia, pre­cum ∆i re­tros­pec­tiv la Ci­ne­ma­te­ca 
din San Fran­cis­co.
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The way that we think about the landscape around us is a clue 
to the way we think of ourselves. Like painting and sculpture, 
there is a long tradition of film as a landscape medium. The 
deep space of the film screen lends itself to the vista of land-
scape. We see this use of space most notably in American 
Westerns and Road movies. In this triptych Kirby works with 
the construction of a filmic space. The film frame set within the 
video frame reminds us of the reframing that happens as we 
transfer old movies to DVD. How is history reframed, who is 
framing? The construction of the film as material, the sprocket 
holes, the flash frames between shots, the movement between 
long shot and close-up, remind us of the subjectiveness of our 
views. This triptych explores the American landscape, as a 
place of labor, memory, and change. The road trip as a rite 
of passage.

Fe­lul în ca­re gân­dim des­pre pƒ­mân­tul din ju­rul nos­tru es­te un 
in­di­ca­tor al fe­lu­lui în ca­re gân­dim des­pre noi în­∆i­ne. Ca ∆i 
pic­tu­ra ∆i scul­ptu­ra, exis­tƒ o lun­gƒ tra­di­≥ie de film ca mij­loc 
de a des­crie pei­sa­jul. Spa­≥iul adânc al ecra­nu­lui es­te pus în 
ser­vi­ciul pei­sa­ju­lui. Ve­dem aceas­tƒ uti­li­za­re a spa­≥iu­lui în spe
cial în fil­me­le Wes­tern ame­ri­ca­ne ∆i fil­me­le des­pre cƒ­lƒ­to­rii. 
În acest triptic Kir­by constru­ie∆­te un spa­≥iu de film. Ca­drul de 
film si­tuat într-un ca­dru vi­deo ne amin­te∆­te de du­bla­rea ca­dre
lor atunci când trans­fe­rƒm fil­me vechi pe DVD. Construc­≥ia 
fil­mu­lui ca ∆i ma­te­rial, pau­ze­le, ca­dre­le scur­te din­tre ima­gini, 
mi∆­ca­rea de la o ima­gi­ne lun­gƒ ∆i un prim plan, ne amin­te∆­te 
de po­va­ra su­biec­ti­vƒ a vi­ziu­ni­lor noas­tre. Acest triptic ex­plo
rea­zƒ pei­sa­jul ame­ri­can, ca un loc al mun­cii, amin­ti­ri­lor ∆i 
schim­bƒ­ri­lor.

lynn marie kirby
 Fields of Grain, undated. Video installation. Courtesy of the artist, San Francisco, California
C˛m­pii cu Gr˛­ne, ne­da­ta­tƒ. In­sta­la­≥ie vi­deo. Ofe­ri­tƒ de artist, San Fran­cis­co, Ca­li­for­nia
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This project is part of the Latent Light Excavation series, a con-
tinuation of Kirby’s interest in American history and its residue 
in the landscape; sites carry traces of their functional history, 
but also act as reservoirs of memory. Each final video in the 
series is a document of the landscape itself, a slice through 
time to what lies below the visible, an archive, a celebration 
or critique of what it means to be an American. Refracted 
Case Histories deals with immigration, with the Diaspora of 
plants and systems, rather than people. Similar to plants, im-
ported ideas are transformed by their transplantation. Catholi-
cism has always absorbed significant elements of new host 
cultures; visually this is manifest in architecture. 

Acest pro­iect fa­ce par­te din se­ria Ex­ca­va­≥ia La­ten­tƒ a Lu­mi­nii, 
o con­ti­nua­re a in­te­re­su­lui lui Kir­by fa­≥ƒ de is­to­ria ame­ri­ca­nƒ ∆i 
rƒ­mƒ­∆i­≥e­le pei­sa­ju­lui ei; anu­mi­te lo­curi poar­tƒ ur­me­le is­to­ri­ei 
lor fun­c≥io­na­le, dar ser­vesc ∆i ca re­zer­voa­re de amin­tiri. Fie­ca
re vi­deo fi­nal din se­rie es­te un do­cu­ment a în­sƒ∆i pei­sa­ju­lui, o 
sec­≥iu­ne a tim­pu­lui ca­re ne ara­tƒ ce se aflƒ du­pƒ ce­ea ce es­te 
vi­zi­bil, o ar­hi­vƒ, o ce­le­bra­re sau cri­ti­cƒ a ce­ea ce în­seam­nƒ 
sƒ fii ame­ri­can. Is­to­rii Re­frac­ta­te abor­dea­zƒ pro­ble­ma imi­gra
≥i­ei, mai mult cu dias­po­ra plan­te­lor ∆i sis­te­me­lor, de­cât a oa
me­ni­lor. La fel cum se în­tâm­plƒ cu plan­te­le, idei­le im­por­ta­te 
sunt trans­for­ma­te du­pƒ trans­plan­ta­re. Ca­to­li­cis­mul a ab­sor­bit 
în­tot­dea­una ele­men­te sem­ni­fi­ca­ti­ve a noi­lor cul­turi gaz­dƒ; vi
zual acest fapt se ma­ni­fes­tƒ în ar­hi­tec­tu­rƒ. 

lynn marie kirby
 Refracted Case Histories, undated. Video installation. Courtesy of the artist, San Francisco, California

Is­to­rii re­frac­ta­te, ne­da­ta­tƒ. In­sta­la­≥ii vi­deo. Ofe­ri­tƒ de artist, San Fran­cis­co, Ca­li­for­nia
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Six Shooter is a short improvisation with the mythos of the 
American West. The invisible America is projected into the 
landscape, from film and myth, with a young boy in his cow-
boy costume. A critique and a study of the masculine: the 
myth of the loner and the outlaw, an ode to movie directors 
John Ford and Howard Hawks. 

≈a­se ≤in­ta∆i es­te o scur­tƒ im­pro­vi­za­≥ie în ba­za mi­tu­ri­lor Ves­tu
lui Ame­ri­can. Ame­ri­ca in­vi­zi­bi­lƒ pro­iec­ta­tƒ asu­pra pƒ­mân­tu
lui, din fil­me ∆i mi­turi, cu un bƒiat tâ­nƒr în cos­tum de cow-boy 
este o cri­ti­cƒ ∆i un stu­diu al mas­cu­li­ni­tƒ­≥ii: mi­tul sin­gu­ra­ti­cu­lui ∆i 
al ne­le­gi­ui­tu­lui, o odƒ re­gi­zo­ri­lor de film John Ford ∆i Ho­ward 
Hawks.

lynn marie kirby
 Six Shooter, undated. Video installation. Courtesy of the artist, San Francisco, California

≈a­se ≤in­ta≈i, ne­da­ta­tƒ. In­sta­la­≥ie vi­deo. Ofe­ri­tƒ de artist, San Fran­cis­co, Ca­li­for­nia
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Taking original video material from a July 4th barbeque, Kirby 
manipulated the image in the computer. She uses the chang-
ing amplitude of Jimi Hendrix’s Star Spangled Banner and 
the changing pitch of John Phillip Sousa’s Stars and Stripes to 
determine the frame rate of the original material. We don’t 
hear Hendrix or Sousa, but their scores decide the pace of the 
work. On the edge of a critique and celebration of American 
life, this re-filtered July 4th gathering speaks of the transmis-
sion of history and concepts of nationhood in a manner that 
is both complex and unsettling, an antidote to obsessive flag 
waving. 

Luând un ma­te­rial vi­deo ori­gi­nal de la o pe­tre­ce­re cu frigƒrui 
cu oca­zia zi­lei de 4 iulie, Kir­by a pre­lu­crat ima­gi­ni­le la com
pu­ter. E a uti­li­zea­zƒ am­pli­tu­di­nea va­ria­bi­lƒ a pie­sei lui Jimi 
Hendrix Star Span­gled Ban­ner ∆i to­nul va­riabil al pie­sei lui 
John Phil­lip Sou­sa, Stars and Stri­pes pen­tru a de­ter­mi­na ca
drul ma­te­ria­lu­lui ori­gi­nal. Nu îi auzim pe Hendrix sau Sou­sa, 
în­sƒ mu­zi­ca lor de­ter­mi­nƒ rit­mul lu­crƒ­rii. La li­mi­ta din­tre cri­ti
cƒ ∆i lau­dƒ a vie­≥ii ame­ri­ca­ne, aceas­tƒ pe­tre­ce­re de 4 iulie 
pre­lu­cra­tƒ ne vor­be∆­te des­pre trans­mi­te­rea is­to­ri­ei ∆i des­pre 
con­cep­tul de na­≥io­na­li­ta­te într-un mod pe cât de com­plex, 
pe atât de tul­bu­rƒ­tor, un an­ti­dot pen­tru flu­tu­ra­rea ob­se­si­vƒ a 
stea­gu­lui. 

lynn marie kirby
 Twilight’s Last Gleaming, undated. Video installation. Courtesy of the artist, San Francisco, California
Ul­ti­ma Str√­lu­ci­re a Asfin­≤i­tu­lui, ne­da­ta­tƒ. In­sta­la­≥ie vi­deo. Ofe­ri­tƒ de artist, San Fran­cis­co, Ca­li­for­nia
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For the Residue of Life series Kirby began scanning food wrap-
pers, her son’s clothes as he outgrew them, and ordinary ob-
jects that we surround ourselves with. Using the scanner to 
record moments, these prints serve as memory notations and 
celebrations of a particular time, a particular flavor, a particu-
lar stage of growth. These scans are documents of a particular 
age – a contemporary archeology. A record of fleeting time. 
We see shifting global trends by noticing where goods are 
manufactured on labels and the shifting technologies of our 
desktops. Even before a child is born in the United States the 
child is welcomed into the community of its parents and family 
through the giving of gifts. Often these small, precious items 
are worn only a few times before the children outgrow them. 
Yet these objects retain a kind of totemic power. It is hard to 
give them away; they carry traces of our memories and experi-
ence. These scans function in place of the original objects, any 
residual attachment to the object has been transmitted into the 
image. The original object is now free to be passed along, 
creating and maintaining a chain of love and welcoming.

Pen­tru se­ria re­zi­duu­ri­le vie­≥ii Kir­by a în­ce­put sƒ sca­ne­ze am­ba­la
je pen­tru pro­du­se­le ali­men­ta­re, hai­ne­le fiu­lui ei du­pƒ ce a cres
cut din ele ∆i obiec­te obi∆­nui­te ca­re ne în­con­joa­rƒ. Sca­ne­rul 
fiind fo­lo­sit ca instru­ment pen­tru a imor­ta­li­za anu­mi­te mo­men­te, 
aces­te ima­gini im­pri­ma­te ne amin­tesc ∆i sƒr­bƒ­to­resc anu­mi­te 
pe­ri­oa­de, anu­mi­te mi­ro­suri, anu­mi­te eta­pe de cre∆­te­re. Aces­te 
ma­te­ria­le sca­na­te sunt do­cu­men­te ale unei epoci – ar­heo­lo­gie 
con­tem­po­ra­nƒ. Do­vezi ale tim­pu­lui ca­re zboa­rƒ. Ve­dem cum 
se schim­bƒ ten­din­≥e­le glo­ba­le ob­ser­vând un­de sunt fa­bri­ca­te 
lu­cru­ri­le ∆i cum se schim­bƒ teh­no­lo­gii­le cal­cu­la­toa­re­lor noas
tre. Chiar ∆i înain­te de a se na∆­te, în Sta­te­le Uni­te un co­pil 
es­te pri­mit în co­mu­ni­ta­tea pƒ­rin­≥i­lor ∆i fa­mi­li­ei lui prin ofe­ri­rea 
ca­dou­ri­lor. De­se­ori aces­te mici, su­per­be obiec­te sunt pur­ta­te 
doar de câ­te­va ori înain­te ca aces­tea sƒ fie de­ja mici. To­tu∆i 
ele pƒs­trea­zƒ o anu­mi­tƒ pu­te­re to­te­mi­cƒ. Es­te greu sƒ re­nun≥i 
la ele; ele poar­tƒ ur­me ale amin­ti­ri­lor ∆i ex­pe­rien­≥e­lor noas­tre. 
Ima­gi­ni­le sca­na­te fun­c≥io­nea­zƒ în lo­cul obiec­te­lor ori­gi­na­le, 
ori­ce ata­∆a­ment re­zi­dual al obiec­te­lor a fost trans­mis ima­gi­nii. 
Obiec­tul ori­gi­nal es­te acum li­ber sƒ fie trans­mis mai de­par­te, 
creând ∆i men­≥i­nând un lan≥ de dra­gos­te ∆i bu­nƒ­voin­≥ƒ. 

lynn marie kirby
 Booties, undated. Digital scan. 55 x 40 in. each. Courtesy of the artist, San Francisco, California

Pa­pu­cei, ne­da­ta­tƒ. Ima­gi­ne sca­na­tƒ di­gi­tal. 139,7 x 101,6 cm fie­ca­re. Ofe­ri­tƒ de artist, San Fran­cis­co, Ca­li­for­nia
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We surround ourselves with ordinary objects. Do these objects 
change from culture to culture? What is on the desk in front of 
you and how is it different from the desk of last year? These 
scans are records of the shifting technologies with which we 
work, as well as the idiosyncratic objects with which we sur-
round ourselves. The grid varies in size depending on the 
dimension of the installation site.

Ne în­con­ju­rƒm cu obiec­te obi∆­nui­te. Se schim­bƒ oa­re aces­te 
obiec­te de la cul­tu­rƒ la cul­tu­rƒ? Ce se aflƒ pe bi­rou în fa­≥a ta 
∆i în ce mod sunt aces­te obiec­te di­fe­ri­te de ce­le ce se aflau 
pe bi­roul tƒu anul tre­cut? Aces­te ima­gini sca­na­te sunt do­vezi 
ale teh­no­lo­gii­lor schim­bƒ­toa­re cu ca­re lu­crƒm, cât ∆i a obiec
te­lor idiosin­cra­si­ce cu ca­re ne în­con­ju­rƒm. Di­men­siu­nea gri­lei 
va­ria­zƒ în de­pen­den­≥ƒ de lo­cul un­de a fost in­sta­la­tƒ. 

lynn marie kirby
 Desk, undated. Digital scans. 8 x 10 in. each. Courtesy of the artist, San Francisco, California

Bi­roul, ne­da­ta­tƒ. Ima­gini sca­na­te di­gi­tal. 20,3 x 25,4 cm fie­ca­re. Ofe­ri­tƒ de artist, San Fran­cis­co, Ca­li­for­nia
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Working in various woods, clay, cast bronze, fabricated 
bronze and stone. The majority of sculptures created by Arlo 
Namingha reflect his Tewa/Hopi background. Using the idea 
of design, form, and movement, he minimizes these literal im-
ages not to recreate them but to draw from them and from his 
personal experiences. His work not only reflects the figurative 
aspect of his native people and cultural deities but also the 
idea of scenery and landscape as well as symbolism. 

Arlo Namingha is from the Tewa/Hopi tribe, and the eldest 
son of internationally known artist Dan Namingha. He was 
born in Santa Fe, New Mexico, and raised in San Juan 
Pueblo, New Mexico. Growing up with his Native culture, 
he began carving Katsina dolls at an early age. Working 
on commissions in his early twenties, he started producing 
wood sculptures and now works in wood, clay, stone, fab-
ricated and cast bronze. His works are included in many 
private collections, and he has also given generously to vari-
ous organizations and fundraisers throughout New Mexico. 
Namingha’s works are in the permanent collections of the 
Palm Springs Desert Museum, California; the Montclair Art 
Museum, Montclair, New Jersey; and the U.S. Embassy in 
Uzbekistan. The Albuquerque Museum of Art and History in 
New Mexico commissioned Arlo to do a sculpture for their 
permanent collection. 
 

A lu­crat cu di­fe­ri­te ti­puri de lemn, lut, bronz tur­nat ∆i pia­trƒ. 
Ma­jo­ri­ta­tea scul­ptu­ri­lor crea­te de cƒ­tre Ar­lo Na­min­gha re­flec
tƒ ori­gi­ni­le sa­le Te­wa/Hopi. Fo­lo­sind ide­ea de de­sign, for
mƒ ∆i mi∆­ca­re el mi­ni­mi­zea­zƒ aces­te ima­gini li­te­ra­le nu pen­tru 
a le re­crea, dar pen­tru a se in­spi­ra din ele ∆i din ex­pe­rien­≥a 
per­so­na­lƒ. Lu­crƒ­ri­le sa­le nu nu­mai cƒ re­flec­tƒ as­pec­te­le fi­gu
ra­te ale po­po­ru­lui sƒu ∆i a zei­tƒ­≥i­lor, dar ∆i ide­ea de me­diu 
în­con­ju­rƒ­tor ∆i de pei­saj, pre­cum ∆i de sim­bo­lism. 

Ar­lo Na­min­gha es­te din tri­bul Te­wa/Hopi, ∆i es­te fiul cel mai 
ma­re al artis­tu­lui cu re­nu­me in­ter­na­≥io­nal Dan Na­min­gha. El 
s-a nƒs­cut în San­ta Fe, New Me­xi­co, ∆i a cres­cut în sa­tul San 
Juan Pue­blo, New Me­xi­co. Cres­când în me­diul sƒu cul­tu­ral 
na­tiv, la o vâr­stƒ foar­te fra­ge­dƒ el a în­ce­put sƒ scul­pte­ze pƒ
pu∆i din lemn. La vâr­sta de 20 de ani lu­crând la co­man­dƒ el 
a în­ce­put sƒ rea­li­ze­ze scul­pturi din lemn ∆i sƒ lu­cre­ze în lemn, 
lut, bronz fa­bri­cat ∆i tur­nat. Lu­crƒ­ri­le lui sunt in­clu­se în mul­te 
co­lec­≥ii pri­va­te ∆i el de ase­me­nea a do­nat lu­crƒri di­fe­ri­tor or
ga­ni­za­≥ii ∆i co­lec­tori de fon­duri din New Me­xi­co. Lu­crƒ­ri­le lui 
Na­min­gha se aflƒ în co­lec­≥ia per­ma­nen­tƒ a Mu­zeu­lui Palm 
Springs De­sert, Ca­li­for­nia; Mu­zeul de ar­tƒ Montclair, Mont-
clair, New Jer­sey; ∆i Am­ba­sa­da Sta­te­lor Uni­te în Uz­be­kis­tan. 
Mu­zeul de ar­tƒ din Al­bu­quer­que ∆i Mu­zeul de ar­tƒ ∆i is­to­rie 
din New Me­xi­co i-au co­man­dat lui Ar­lo sƒ fa­cƒ o scul­ptu­rƒ 
pen­tru co­lec­≥ia lor per­ma­nen­tƒ. 

arlo namingha (born 1973)

arlo namingha
Pueblo Singer #2, 2003-2006. Bass Wood, 28 ½ x 10 x 5 in. 

Courtesy of the artist, and Niman Fine Art, Santa Fe, New Mexico

C˛n­tƒ­re≤ul din Pue­blo #2, 2003-2006. Lemn de tei, 72,4 x 25,4 x 12,7 cm
Ofe­ri­tƒ de artist ∆i de Ni­man Fi­ne Art, San­ta Fe, New Me­xi­co
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Dan Namingha is from the Tewa-Hopi tribe. He has been 
showing professionally as an artist for thirty years. His works 
command unwavering respect for the earth and spirit of his 
ancestry, the beautiful heritage that is the heart of his creativ-
ity. He is constantly drawn to his roots so deeply embedded in 
ceremony yet allows us only a guarded glimpse of his sacred 
traditions. The spirit messengers, the Katsinas representing 
blessings, ancestors and cloud people – all of these form the 
interim of visage between the physical and the spirit world. 

Namingha paints and sculpts the imagery of his homeland 
and his peoples, always with the integrity instilled in him by 
that depth of belief and love of spirit. Drawing and painting 
were a natural part of Hopi childhood. They gave him a way 
to express his strong feelings about his culture and environ-
ment, leading to a path of creative freedom. Dan feels that 
change and evolution are a continuum – socially, politically, 
and spiritually – and that the future of our planet and member-
ship of the human race must be monitored to insure survival in 
the spirit of cultural and technological diversity. He says that 
only then can we merge the positive and negative polariza-
tion and balance so necessary to the communal spirit of the 
universe.

Dan Na­min­gha es­te ori­gi­nar din tri­bul Te­wa-Hopi. El ∆i-a de
monstrat mƒ­iestria de artist timp de 30 de ani. Lu­crƒ­ri­le lui in
spi­rƒ un pro­fund res­pect pen­tru pƒ­mân­tul ∆i spi­ri­tul strƒ­mo­∆i­lor 
lui, fru­moa­sa mo∆­te­ni­re ca­re es­te iz­vo­rul creati­vi­tƒ­≥ii sa­le. El 
es­te în per­ma­nen­≥ƒ atras de rƒ­dƒ­ci­ni­le sa­le ca­re sunt atât de 
adânc în­ca­dra­te în ri­tua­luri, dar ne per­mi­te sƒ arun­cƒm doar 
o pri­vi­re ra­pi­dƒ asu­pra tra­di­≥ii­lor sa­cre. Me­sa­ge­rii spri­ri­te­lor, 
Kat­si­na ca­re re­pre­zin­tƒ bi­ne­cu­vân­ta­rea, strƒ­mo∆i ∆i oa­meni ai 
ce­ru­lui – toa­te aces­tea for­mea­zƒ tre­ce­rea din­tre lu­mea fi­zi­cƒ 
∆i cea a spi­ri­te­lor. 

Na­min­gha pic­tea­zƒ ∆i scul­ptea­zƒ ima­gini ale pƒ­mân­tu­lui sƒu 
na­tal ∆i ale po­po­ru­lui sƒu, me­reu cu ace­ea∆i in­te­gri­ta­te ce i-a 
fost in­su­fla­tƒ de acea pro­fun­zi­me a cre­din­≥ei ∆i dra­gos­tea de 
spi­rit. De­se­nul ∆i pic­tu­ra erau o par­te na­tu­ra­lƒ a co­pi­lƒ­ri­ei în 
tri­bul Hopi. Îi ofe­rea o po­si­bi­li­ta­te de a-∆i ex­pri­ma sen­ti­men­te
le pu­ter­ni­ce fa­≥ƒ de cul­tu­ra ∆i me­diul lui, aceas­ta fiind ca­lea 
cƒ­tre li­ber­ta­tea creati­vƒ. Dan es­te de pƒ­re­re cƒ schim­ba­rea ∆i 
evo­lu­≥ia sunt o li­nie con­ti­nuƒ – so­cial, po­li­tic ∆i spi­ri­tual – ∆i cƒ 
vii­to­rul pla­ne­tei noas­tre ∆i apar­te­nen­≥a la ra­sa uma­nƒ tre­bu­ie 
sƒ fie mo­ni­to­ri­za­te pen­tru a asi­gu­ra su­pra­vie­≥ui­rea în spi­ri­tul 
di­ver­si­tƒ­≥ii cul­tu­ra­le ∆i teh­no­lo­gi­ce. E l spu­ne cƒ doar atunci 
pu­tem uni po­la­ri­za­rea ne­ga­ti­vƒ cu cea po­zi­ti­vƒ ∆i pu­tem gƒsi 
echili­brul atât de ne­ce­sar pen­tru spi­ri­tul co­mun al uni­ver­su­lui. 

dan namingha (born 1950)

dan namingha
Katsinum #1, 2005-2006. Acrylic on canvas, 50 x 40 in. Courtesy of the artist, and Niman Fine Art, Santa Fe, New Mexico
Kat­si­num #1, 2005-2006. Acril pe pân­zƒ, 127 x 101,6 cm. Ofe­ri­tƒ de artist ∆i de Ni­man Fi­ne Art, San­ta Fe, New Me­xi­co
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The Crow Mother, or Angwusnasomtaqa Katsina plays an 
important role in the ceremonial life of the Hopi people. 
She will carry either yucca blades for the initiation of chil-
dren or a basket of blessed bean sprouts that are given to 
the members of the village for protection and prosperity.

Ci­oa­ra Ma­mƒ sau Kat­si­na A n­gwus­na­som­ta­qa joa­cƒ un 
rol foar­te im­por­tant în ri­tua­lu­ri­le tri­bu­lui Hopi. Ea va pur­ta 
sau frun­ze de yuc­ca pen­tru ini­≥ie­rea co­pii­lor, sau un co∆ de 
lƒs­tari de fa­so­le bi­ne­cu­vân­ta≥i ca­re sunt ofe­ri­te lo­cui­to­ri­lor 
sa­tu­lui pen­tru pro­tec­≥ie ∆i pros­pe­ri­ta­te. 

ar­nold num­ke­ma 

ar­nold num­ke­ma
Crow Mother Katsina, undated
Cottonwood root, paint, 16 x 3 x 2 in.
Courtesy of the Heard Museum, Phoenix, Arizona

Ci­oa­ra Ma­m√ Kat­si­na, ne­da­ta­tƒ
Pân­zƒ de bum­bac, vop­sea, 40,6 x 7,6 x 5,1 cm
Ofe­ritƒ de Mu­zeul Heard, Phoenix, Ari­zo­na
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Ganado style textiles feature vibrant designs and bold 
colors, and they are the textiles by which many people 
identify Navajo weavings. These textiles boast strong 
designs including zigzags and geographic shapes in 
bright colors including black, white and gray on a red 
background.

The Ganado style Navajo rug generally consists of a 
one-stepped diamond-shaped center medallion or two 
connected stepped diamonds. Stepped and embellished 
triangles in each corner make up a quincunx pattern, sur-
rounded by a geometric border. 

n

Tex­ti­le­le de stil Ga­na­do au un de­sign di­na­mic ∆i cu­lori 
în­drƒz­ne­≥e ∆i aces­tea sunt tex­ti­le­le du­pƒ ca­re mul­tƒ lu­me 
re­cu­noa∆­te ≥e­sƒ­tu­ri­le Na­va­jo. Aces­te tex­ti­le au mo­de­le 
con­tu­ra­te in­clu­siv zig­za­guri ∆i for­me geo­gra­fi­ce în cu­lori 
aprin­se in­clu­siv ne­gru, alb ∆i gri pe un fun­dal ro­∆u. 

Co­vo­rul Na­va­jo în stil Ga­na­do con­stƒ în mod nor­mal 
dintr-un me­da­lion sub for­mƒ de romb cu la­turi drep­te si
tuat în cen­tru sau do­uƒ rom­buri uni­te cu la­tu­ri­le în trep­te. 
Triunghiuri în­fru­mu­se­≥a­te cu la­tu­ri­le în trep­te si­tua­te în fie
ca­re col≥, for­mea­zƒ un mo­del din cinci ele­men­te, în­con­ju
ra­te de o mar­gi­ne geo­me­tri­cƒ.

suzie yazzie 

suzie yazzie 
Ganado style Navajo Textile, undated

Wool, dye, 52 x 34 in.
Courtesy of the Heard Museum, Phoenix, Arizona

Tex­ti­le Na­va­jo în stil Ga­na­do, ne­da­ta­tƒ
Lâ­nƒ, vop­sea, 132,1 x 86,4 cm

Ofe­ri­tƒ de Mu­zeul Heard, Phoenix, Ari­zo­na
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