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Altoon Sultan Hay Bales on the Batture, Baton Rouge, Louisiana, 1997
Oil on canvas, 30 x 60 in. Courtesy of the artist and Tibor de Nagy Gallery, New York, New York
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Fk­ney Cfk­nfy Cnj­ub cè­yf, Åfnjy Heé, Keÿ­pèfyf, 1997
Jkèq­yè afh­åb, gj­kjnyj, 76,2 ö 152,4 cv. Rfh­nbye kñ­å’zp­yj yflfyj fd­nj­hjv nf ufkt­htæñ Nèåjh lt Yfuè, Ymñ-Qjhr



From the moment we knew that we 

would be coming to Kyiv, my wife Deb 

and I have relished the idea of shar-

ing American art and American artists 

with the people of Ukraine. Thanks to 

Curator Sally Mansfield of the ART in 

Embassies Program of the U. S. De-

partment of State, we were introduced 

to a number of wonderful artists and 

galleries that have generously lent our selections of works of art to 

the ambassadorial residence in Kyiv, to help us fulfill this vision. 

We wanted to show images of the United States that would reso-

nate with Ukrainians. Both countries are blessed with fertile plains 

that feed nations, basic industry, ports, rivers, marshes, and lakes. 

As early Ukrainians were building St. Sofia’s cathedral in the heart 

of Kyivan Rus, early Americans were roaming the Great Plains in 

search of buffalo – and it would be almost five centuries before Eu-

ropeans would set foot on American soil. Nonetheless, some con-

temporary American art seems to have a Ukrainian flavor. Michael 

Bauermeister’s wooden sculptures in the entry way, for example, 

have a vaguely Trypillian feel. The industrial cityscapes of Janos 

Enyedi could be of Odesa as easily as Norfolk. The telephone lines 

in Heidi Fowler’s painting could be anywhere in the United States or 

Ukraine. Altoon Sultan’s farm scenes of rural Vermont and Louisiana 

remind us of Ukrainian farms – except that Ukrainian soil is blacker. 

And what can you say about Bill Moore’s multivalent Peace Keeper 

Grasshopper? Just the collection of the names of these artists is 

proud testimony to the American so-

cial, cultural, and ethnic mosaic. 

Our exhibition of American art is in-

stalled in the residence of the United 

States ambassador in Kyiv, which is 

nearly as old as the United States it-

self. Thomas Jefferson was president 

when this structure was built. Its clas-

sical revival architecture has hints of Jefferson’s Monticello – but 

even our third president’s home doesn’t have a view as spectacu-

lar as that of the residence: the monumental eighteenth century 

Church of St. Andrew’s, on the famous Starokyivskaya Hill. Thanks 

to an early ambassador – William Miller and his wife Suzanne – the 

residence is beautifully restored and a fitting venue for the Ameri-

can art on display here today. 

We hope that the works you see here will serve to bring Ukrainians 

and Americans closer together, reminding our guests of just how 

much we have had and continue to have in common. 

Welcome to our home!

Ambassador William B. Taylor and Deborah F. Taylor

Kyiv 

January 2007
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P nèæÿ ödbkbyb, rj­kb vb lèp­yfkbcz oj ÿlt­vj d Erhfÿye, vjz 

lheébyf Ltå nf z gkt­rfkb èltñ gjlèkbnbcz p uhj­vflzyfvb 

Erhfÿyb phfp­rfvb fvt­hbrfycmrj­uj vbcntw­ndf nf gj­pyfqj

vbnb ÿö p fvt­hbrfycmrbvb öeljéybrfvb. Pfdlzrb rehfnj­he 

ghj­uhfvb ≤Vbcntw­ndj d gj­cjkmcndfö≥ Cfk­kè Vtycaèkl, vb 

gj­pyfqj­vbkbcz p ght­rhfcybvb vbnwzvb nf ufkt­htzvb, zrè 

hflj gj­pbxbkb dèlèåhfyè yfvb hj­åj­nb lkz gj­cjkmcmrjÿ ht­pb

ltywèÿ d Rbædè nf lj­gj­vjukb yfv dnèkbnb yfie vhèñ d ébnnz.

Vb öj­nèkb gj­rfpfnb nfrbq jåhfp Cgj­kext­ybö Infnèd, zrbq 

åb pyfq­ijd dèluer e cth­wzö erhfÿywèd. Jåbldè yfiè rhfÿyb 

åkfujckj­dtyyè hj­lñ­xbvb ptvkzvb, zrè uj­leñnm yfhj­lb, ghj

vbckj­dècnñ, gj­hnfvb, hèxrfvb, cnfd­rfvb q jpt­hfvb. Rj­kb 

cnfhj­lfd­yè erhfÿywè åeledfkb cj­åjh Cdznjÿ Cj­aèÿ d cth­wè 

Rbÿdcmrjÿ Hecè, rj­hèyyè fvt­hbrfywè vfylhedfkb Dt­kbrbvb 

hèd­ybyfvb d gj­ierfö åèpj­yèd, è åekj wt vfq­ét pf g’znm cnj

hèx lj nj­uj, zr æd­hj­gtq­wè cnegbkb yf fvt­hbrfycmre ptvkñ. 

Nbv yt vtyi, plfænmcz, oj ltzrè ndj­hb cexfcyj­uj fvt­hbrfy

cmrj­uj vbcntw­ndf vfñnm erhfÿycmrbq ghbcvfr. Yfghbrkfl, 

lt­ht­d’zyè crekmgnehb Vfq­rkf Åfeth­vfq­cnt­hf, dbcnfd­kt­yè 

e öj­kè, lt­oj yfufleñnm Nhbgèkmcmre rekmnehe. Èylecnhèfkmyè 

gtq­pféè Zyj­if Ty’ælè vjukb åenb yfvfkmj­dfyè zr d Jlt­cè, 

nfr è d Yjh­ajk­re. Nt­kt­ajyyè lhj­nb p rfh­nby Utq­lè Afekth 

vjéyf pecnhènb åelm-lt d Cgj­kext­ybö Infnfö fåj d Erhfÿ

yè. Cèkmcmrè gtq­pféè infnèd Dth­vjyn è Keÿpèfyf yf rfh­nbyfö 

Fk­ney Cfk­nfy yfufleñnm yfv ghj erhfÿycmrè ath­vb, nèkmrb 

ptvkz d Erhfÿyè xjh­yèif. F oj rfpfnb ghj åfufnjp­yfxyj­uj 

≤rj­ybrf-vbhjndjh­wz≥ Åèk­kf Vehf? Cfvf rj­ktrwèz èvty wbö 

öeljéybrèd æ ujh­lècnñ fvt­hbrfycmrjÿ cj­wèfkmyjÿ vj­pfÿrb.

Yfif rj­ktrwèz fvt­hbrfycmrj­uj vbcntw­ndf dbcnfd­kt­yf d 

ht­pbltywèÿ Gj­ckf Cgjkextybö Infnèd d Rbædè, zrf pf dèrjv 

vfq­ét nfrf cfvf, oj è Cgj­kext­yè Infnb Fvt­hbrb. Rj­kb ÿÿ 

åeledfkb, Ght­pbltynjv CIF åed Nj­vfc Létaath­cjy. 

Rkfcbxyf fh­öèntrnehf åelbyre yfufleæ ht­pbltywèñ Léta

ath­cj­yf Vjynbxtk­kj, fkt yfdènm åelbyjr yfij­uj nht­nmj­uj 

Ght­pbltynf yt vfæ nfrj­uj xelj­dj­uj rhfædble, zrbq dèlrhb

dfænmcz p yfijÿ ht­pbltywèÿ yf vj­yevtynfkmye Fylhèÿdcmre 

wth­rde ÖªÈÈÈ cnj­hèxxz yf Cnfhj­rbÿdcmrèq uj­hè. Pfdlzrb jlyj

ve p gj­gthtlyèö Gj­ckèd Dèkmzve Vèk­kt­he è qj­uj lheébyè Cñ

pty, wtq åelbyjr åed vfq­cnth­yj dèlhtcnfd­hj­dfybq è xelj­dj 

gèlöj­lbnm lkz lt­vjycnhfwèÿ fvt­hbrfycmrj­uj vbcntw­ndf.

Vb cgj­lèdfævj­cz, oj hjåj, zrè db åfxbnt, lj­gj­vj­éenm påkb

pbnb erhfÿywèd nf fvt­hbrfywèd è yfuflfenm yfibv ujcnzv zr 

åfufnj e yfc åekj è æ cgèkmyj­uj.

Kfcrfdj ghj­cbvj lj yfij­uj lj­ve!

Gj­cjk Dè­kmzv Å. Ntq­kjh nf Ltå­hf A. Ntq­kjh

Rbÿd

Cèxtym 2007 hj­re

È rjyj    u h f a è z  c t h w t dbyyj     ÿ  p t v kè
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The ART in Embassies Program (ART) is a unique blend of art, 
diplomacy, and culture. Regardless of the medium, style, or sub-
ject matter, art transcends barriers of language and provides the 
means for the program to promote dialogue through the interna-
tional language of art that leads to mutual respect and understand-
ing between diverse cultures.

Modestly conceived in 1964, ART has evolved into a sophisti-
cated program that curates exhibitions, managing and exhibiting 
more than 3,500 original works of loaned art by U.S. 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-functional outreach to the host country’s educational, cul-
tural, business, and diplomatic communities.

Works of art exhibited through the program encompass a variety of 
media and styles, ranging from eighteenth century colonial portrai-
ture to contemporary multi-media installations. They are obtained 
through the generosity of lending sources that include U.S. muse-
ums, galleries, artists, institutions, corporations, and private collec-
tions. 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 international lines of communication 
known to us all as art. 

The ART in Embassies Program is proud to lead this international 
effort to present the artistic accomplishments of the people of the 
United States. We invite you to visit the ART web site, http://aiep.
state.gov, which features on-line versions of all exhibitions world-
wide.

T h e  ART    i n  E m b a ss  i e s  P r o g r a m

Ghj­uhfvf ≤Vbcntw­ndj d gj­cjkmcndfö≥ – eyèrfkmyt gj­ælyfyyz 
vbcntw­ndf, lbgkj­vfnèÿ è rekmnehb. Yt­pfktéyj dèl pfcj­åèd, cnbkèd 
è ntv, vbcntw­ndj lj­kfæ vjd­yè åfh’æhb è yflfæ ghj­uhfvè pyfhzllz 
lkz dt­ltyyz lèfkj­ue vèéyfhjlyjñ vj­djñ vbcntw­ndf, zrbq cghbzæ 
dpfævyèq gj­dfpè nf gj­hj­pevèyyñ vèé hèp­ybvb rekmnehfvb.

≤Vbcntw­ndj d gj­cjkmcndfö≥ åekj crhjvyj pfgj­xfnrj­dfyj d 1964 
hj­wè è p nj­uj xfce gt­htndj­hbkj­cz d hjp­dbyt­ye ghj­uhfve, zrf jh
ufyèpj­deæ trcgj­pbwèÿ, jgèreñ­xbcm gj­yfl 3500 jhbuèyfkfvb ndj­hèd 
vbcntw­ndf, yflfybö uhj­vflzyfvb CIF, è dbcnfd­kzñ­xb ÿö. Wè hj­åj
nb lt­vjycnheñnmcz d vècwzö pfufkmyj­uj lj­cnege ghbåkbp­yj e 180 
ht­pbltywèzö è vècèzö CIF gj dcmj­ve cdènè. Hèp­yj­vfyènyècnm ntv è 
pvècne wbö trcgj­pbwèq dnèkñæ d cj­åè jlby èp yfq­dfékbdèibö ghbywb
gèd yfijÿ lt­vjrhfnèÿ – cdj­åj­le dbhfétyyz. Ndj­hb vbcntw­ndf cnf
ñnm lét­ht­kjv ujh­ljcnè Gj­ckèd CIF è lj­gj­vfufñnm ÿv yfkfuj­lée
dfnb åfufnj­aeyrwèj­yfkmyè cnj­ceyrb p jcdènyèvb, rekmneh­ybvb, åèp
yt­cj­dbvb nf lbgkj­vfnbxybvb cgèkmyj­nfvb rhfÿyb gt­ht­åedfyyz.

Vbcntwmrè ndj­hb, zrè dbcnfd­kzñnmcz d vt­éfö ghj­uhfvb, yf
kt­éfnm lj hèp­yj­vfyènybö cnbkèd – dèl rj­kj­yèfkmybö gj­hnht­nèd 
ÖªÈÈÈ cnj­hèxxz lj cexfcybö vekmnbvt­lèq­ybö èycnfkzwèq. Dj­yb 
yflöj­lznm dèl otlhbö gj­pbxfkmybrèd – fvt­hbrfycmrbö vept­ÿd, 
ufkt­htq, öeljéybrèd, jh­ufyèpfwèq, rjh­gj­hfwèq è ghbdfnybö rj
ktrwèq. Gt­htukzlfñ­xb trcgj­pbwèÿ, nbczxè ujcntq, oj dèldèleñnm 
ht­pbltywèÿ Gj­cjkmcnd CIF oj­hj­re, vfñnm pvj­ue rhfot phj­pe
vènb yfie yfwèñ – ÿÿ ècnj­hèñ, nhflbwèÿ, wèyyjcnè nf cgj­lèdfyyz – è 
åtp­gj­ct­htlymj lj­kexbnbcz lj vèéyfhjlybö rfyfkèd rj­veyèrf
wèÿ, dèlj­vbö yfv zr vbcntw­ndj.

Ghj­uhfvf ≤Vbcntw­ndj d gj­cjkmcndfö≥ gbifænmcz nbv, oj qlt 
d fdfyufh­lè htfkèpfwèÿ wmj­uj ghj­trne yf vèéyfhjlyj­ve hèd­yè 
è ghtlcnfd­kzæ ndjh­xè plj­åenrb fvt­hbrfywèd. Vb pfghj­ieævj 
dfc dèldèlfnb dtå-cnj­hèyre ghj­uhfvb http://aiep.state.gov, zrf 
vècnbnm tktrnhj­yyè dth­cèÿ dcèö trcgj­pbwèq.

G h j u h f v f  ≤ Vbc   n t w n dj   d  gj  c jk  m­ c n df  ö ≥
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“My work seeks to reflect the memory of color, light and place of 
an experience and how one layer of each influences another. I am 
fascinated by the way contemplation, imagination and time alter 
the memory of an experience. 

Painting is a way to exhibit the interpretations of places I have seen 
as well as the sensations and beauty in nature that I find exciting. 
On a site, I will draw or make color notes. But most often I observe 
the shifting light, natural color of cloud formations and the sky in 
open vistas. In the studio, I recall the experience of a place while 
I use a variety of materials (graphite, pastels or oil bars) and tools 
to draw and ground an image on paper or canvas. In the process 

of painting in layers (of acrylic, gouache or oil) initial ideas are de-
veloped, altered and extended. It is memory over time of the color, 
light, space in nature and place that I want to capture and express 
in my work. 

I have taught and painted in Crete and Skopelos, Greece; Luanda, 
Angola; Ericeira, Portugal; and New Mexico and New England in 
the United States. I have also painted in Ireland, England, Spain 
and Italy. In each place the light, color and terrain were different, 
yet equally compelling, challenging and beautiful. Recalling the ex-
periences in these places charges my work. For me, painting is like 
breathing, a necessity and a delight.”

E l i z a b e t h  D a C o s t a  A h e r n
• born 1938 •

≤Cdjÿvb hj­åj­nfvb z ghfuye dèllpth­rfkbnb gfv’znm ghj rj­kmj
hb, cdènkj nf vècwt plj­åenj­uj lj­cdèle, gt­ht­lfnb, zr jlyt dgkb
dfæ yf èyit. Vt­yt pfxfhj­deæ nt, yfcrèkmrb hjp­levb, ezdf nf 
xfc pvèyñ­ñnm gfv’znm ghj yfåenbq lj­cdèl.

Ébdj­gbc – wt vjékbdècnm gj­rfpfnb èynth­ght­nfwèÿ vècwm, zrè z 
åfxbkf, f nfrjé dèlxennz nf rhfce ghbhj­lb, zrè vt­yt pföj­gbkb. 
Yf ghbhj­lè z vfkññ jkèd­wtv fåj hjåkñ rj­kmj­hj­dè yfxth­rb. 
Fkt yfq­xfcnèit z cgj­cnt­hèufñ pf pvèyjñ cdènkf, ghbhjlybvb 
rj­kmj­hfvb övfh è pf yt­åjv e gth­cgtrnbdè, oj vt­yè dèlrhbdf
ænmcz. D cnelèÿ z ghbufleñ plj­åenbq nfrbv xbyjv lj­cdèl è dbrj
hbcnj­deñ hèp­yj­vfyènyè vfnt­hèfkb (uhfaèn, gfcntkm fåj jkèq­yè 
afh­åb) nf èycnhevtynb, ojå yfvfkñ­dfnb q pfrhègbnb jåhfp yf 

gfgt­hè fåj gj­kjnyè. D ghj­wt­cè yfyt­ctyyz ifhèd (frhbkjv, uefi
iñ fåj jkèæñ) gj­xfnrj­dè èltÿ hjp­dbdfñnmcz, pvèyñ­ñnmcz è hjp
ibhñ­ñnmcz. D cdj­ÿö hj­åj­nfö z öj­xe cöj­gbnb q gt­ht­lfnb cfvt 
gfv’znm ghj rj­kèh, cdènkj nf ghj­cnèh.

Z dbrkflfkf q vfkñ­dfkf yf Rhbnè nf Crj­gt­kj­cè, Uht­wèz; d Kefy
lè, Fyuj­kf; Thèwtq­hè, Gj­hneufkèz; Ymñ Vtrcbrj nf Yj­dèq Fyukèÿ, 
Cgj­kext­yè Infnb. Z nfrjé vfkñ­dfkf d Èh­kfylèÿ, Fyukèÿ, Ècgfyèÿ nf 
Ènfkèÿ. D rjéyj­ve vècnè cdènkj, rj­kèh è ghj­cnèh åekb hèp­ybvb, fkt 
jlyfrj­dj yt­gt­ht­dth­it­ybvb, dfåkbdbvb nf ght­rhfcybvb. Pufl
rb ghj wè vècwz lfñnm èvgekmc vj­ÿq hj­åj­nè. Lkz vt­yt ébdj­gbc, 
zr lböfyyz – yt­jåöèlyècnm è yfcj­kj­lf.≥

Tkè   p f å t n  L f R jc  n f  F ö t h y
• yfh. 1938 •
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B y  t h e  S e a , 2006
Acrylic on canvas, 45 x 57 in. Courtesy of the artist and Carla Massoni Gallery, Chestertown, Maryland

Åèk   z  v j h z , 2006
Frhbk nf gj­kjnyj, 114,3 ö 144,8 cv. Rfh­nbye kñ­å’zp­yj yflfyj fd­nj­hjv è ufkt­htæñ Rfh­kb Vfccj­yè, Xtcnth­nfey, Vt­hèktyl

E l i z a b e t h  D a C o s t a  A h e r n  •  T k è­ p f­ å t n  L f­ R j c­ n f  F ö t h y
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For Korean born artist Sin Ja An, water is both a subject and a me-
dium. She acquired a traditional training in art in her native Seoul, 
where she taught history at the university level. However, she has 
explained: “I was trained to strictly adhere to the tenets of my paint-
ing teacher. I didn’t find it creatively satisfying, I wanted to get away 
from the rules.” Taking classes that introduced her to a Western 
approach to watercolor, she began to discover a more personal 
method and what emerged was an amalgam of Eastern and West-
ern technique. Instead of using thick paper, the artist found that 
rice paper allowed her to achieve the saturated look of color she 
desired. She explains, “The brush reacts in a totally different way 
with rice paper. I can create dark colors with a special richness and 
intensity that bleeds out on the edges.” She also adds Sumi ink, 
noting …” the rice paper and ink are meant to be together.” 

Explaining her style, she says that “The fresh touch of paint is im-

portant to me. I’m a minimalist. I don’t like the look of labor. In my 
work, everything is reduced to its most simple elements, to a con-
cern with shapes and values. There’s complexity and control but it 
should appear effortless, like the movement of a ballet dancer. My 
students often say my brush dances.”

The artist has captured Korean mountains, the fields and water-
ways of Maryland, the tropical waters of Anguilla, and the Thou-
sand Islands in Ontario’s Saint Lawrence River, but she notes: “I 
have a strong relationship with place, but all these experiences 
meld together; the works are no longer about a particular location.” 
Small and intimate, her watercolors possess the ephemeral quality 
of the remembered fragments of dreams.

From: Judith Bell, “Painting the Waters,” Waterfront Home & De-
sign (Fall 2005): pp.47-48.

S i n  J a  A n
• born 1941 •

Lkz öeljéybwè Cèy Z Fym, oj yfhj­lbkfcz d Rj­htÿ, dj­lf æ è 
jå’ærnjv, è djlyj­xfc èycnhevtynjv. Cèy Z Fym jnhbvfkf ghja
tcèq­ye öeljéyñ jcdène d hèlyj­ve Ctekè, lt dbrkflfkf ècnj­hèñ 
d eyèdth­cbnt­nè. Jlyfr, dj­yf pfedféeæ: ≤Vt­yt dxbkb cedj­hj 
lj­nhbvedfnbcz ghbywbgèd vj­uj dxbnt­kz vfkñ­dfyyz. Dèl wmj­uj 
z yt jnhbvedfkf ndjh­xj­uj pflj­dj­ktyyz. Vt­yè öj­nèkj­cz dèlèq
nb dèl ghfdbk≥. Åt­hexb ehj­rb, zrè gj­pyfqj­vbkb ÿÿ èp pföèlybv 
gèlöj­ljv lj frdfhtkmyj­uj ébdj­gbce, dj­yf gj­xfkf dbyföj­lbnb 
jcj­åbcnbq gèlöèl, ht­pekmnfnjv zrj­uj cnfkj gj­ælyfyyz cöèlyjÿ 
q pföèlyjÿ ntöyèrb. Öeljéybwz dèlrhbkf, oj hbcj­dbq gfgèh, 
yf dèlvèye dèl njd­cnj­uj gfgt­he, yflfæ ÿq vjékbdècnm lj­czuf
nb yfcbxt­yj­uj rj­kmj­he, zrj­uj dj­yf ghfuyekf. Dj­yf gj­zcyñæ: 
≤Gtypkbr htfueæ pjd­cèv gj­-èyij­ve yf hbcj­dbq gfgèh. Z vj­ée 
cndjhbnb ntvyè rj­kmj­hb jcjåkbdjÿ ukbåbyb q èyntycbd­yjcnè, zrè 
vjd­åb cnèrfñnm gj rhfzö≥. Dj­yf nfrjé lj­lfæ lj vfkñyrf xjh
ybkj, gj­zcyññ­xb ... ≤hbcj­dbq gfgèh nf xjh­ybkj cndjht­yè jlyt 
lkz jlyj­uj≥.

Hjp­gj­dèlfñ­xb ghj cdèq cnbkm, dj­yf rfét: ≤Cdèébq lj­nbr afh­åb 
dfékbdbq lkz vt­yt. Z – vèyèvfkècn. Vt­yè yt gjljåfænmcz dbukzl 
dférjÿ ghfwè. D vj­ÿö hj­åj­nfö ect pdj­lbnmcz lj yfq­ghjcnèibö 
tkt­vtynèd, lj cgèd­dèlyj­ityyz ajhv nf wèyyjcntq. Ècyeñnm crkfl
yècnm è rjynhjkm, fkt dj­yb gj­dbyyè plfdfnbcz kturbvb, zr heöb åf
kt­hbyb. Vjÿ cneltynb xfcnj rféenm, oj vèq gtypkbr nfywñæ≥.

Öeljéybwz pjåhféeæ rj­htq­cmrè uj­hb, kfyb nf hèxrb Vt­hèkty
le, nhj­gèxyè dj­lb jcnhj­df Fyuèk­kf, nf Nbczxe jcnhj­dèd yf hèxwè 
Ctyn-Kj­htyc d Jynfhèj, fkt pfpyfxfæ: ≤E vt­yt ècyeñnm vèw­yè 
dpfævbyb p vècwtv, fkt dtcm lj­cdèl gt­htgkfd­kzænmcz, è hj­åj­nb 
åèkmit yt dèlåbdfñnm zrj­ÿcm rjyrhtnyjÿ vècwt­djcnè≥. Vfktymrè 
q èynbvyè, ÿÿ frdfht­kè vfñnm tat­vth­ye dkfcnbdècnm ehbd­rèd cyèd, 
zrè pfrfh­åedfkbcz d gfv’znè. 

Léelèn Åtkk, ≤Vfkññ­xb dj­le≥,Waterfront Home & Design (jcèym 
2005): cnjh. 47–48.

Cèy    Z  F ym
• yfh. 1941 •



�

A n t i c i p a t i o n , 2006
Ink and watercolor, 11 ³/8 x 9 ¼ in. Courtesy of the artist and Carla Massoni Gallery, Chestertown, Maryland

G t h t l x e n n z , 2006
Xjh­ybkj è frdfhtkm, 28,9 ö 23,5 cv Rfh­nbye kñ­å’zp­yj yflfyj fd­nj­hjv nf Ufkt­htæñ Rfh­kb Vfccj­yè, Xtcnth­nfey, infn Vt­hèktyl

S i n  J a  A n  •  C è y  Z  F y m



�

“Wood has become my voice and my language. Over years spent 

making things both useful and useless out of wood, the physical 

work of sawing, carving, turning, and polishing has become my 

contemplation. The real effort is in figuring out what to make next. 

Sometimes the wood itself makes a suggestion. Sometimes I work 

just to keep my hands occupied. And sometimes it all comes to-

gether into a kind of wooden poem.”

M i c h a e l  B a u e r m e i s t e r
• born 1957 •

≤Lt­ht­dj cnfkj vj­ÿv uj­kj­cjv è vjæñ vj­djñ. Ghj­nzujv åfuf

nmjö hj­rèd z hjåkñ èyj­lè rj­hbcyè, f èyj­lè yt­gjnhèåyè ht­xè p lt

ht­df; aèpbxyf hj­åj­nf – gbkzyyz, hèpmåktyyz, dèlnj­xedfyyz nf 

gj­kèhedfyyz – cnfkf vj­ÿv uj­kjd­ybv pfyznnzv. Yfq­dfékbdèit 

– dbpyfxbnb, zrbq dbhèå vfæ åenb yfcnegybv. Èyj­lè gèlrfpeæ cf

vt lt­ht­dj. Xfc dèl xfce z ghfwññ nèkmrb lkz nj­uj, ojå xbvjcm 

pfq­yznb herb. Èyrj­kb wt dct gj­ælyeænmcz d nfre cj­åè gj­tve p 

lt­ht­df≥.

Vf  q rk   Åf  e t h v t q c n t h
• yfh. 1957 •



�

T r o m p e , 2006
Walnut, 32 x 10 x 6 in. Courtesy of the artist, Augusta, Missouri

Öj  å j n , 2006
Uj­hèö, 81,3 ö 25,4 ö 15,2 cv. Crekmgnehe kñ­å’zp­yj yflfyj fd­nj­hjv, Jufcnf, infn Vèccehè

M i c h a e l  B a u e r m e i s t e r  •  V f q r k  Å f e t h­ v t q c n t h
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W h i r l i n G , 2002
White oak, 28 x 10 x 8 in. Courtesy of the artist, Augusta, Missouri

R h e é­ k z yy  z , 2002
Åèkbq leå, 71,1 ö 25,4 ö 20,3 cv. Crekmgnehe kñ­å’zp­yj yflfyj fd­nj­hjv, Jufcnf, infn Vèccehè

M i c h a e l  B a u e r m e i s t e r  •  V f q r k  Å f e t h­ v t q c n t h
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“My interest in the industrial landscape probably stems from the 
fact that I was born on the Southside of Chicago. My earliest child-
hood memories are of riding past the steel mills and refineries of 
Gary, Indiana, in a very gray autumn dusk. The factories spewing 
smoke and fire seemed to stretch forever. It was both frightening 
and mesmerizing.

As the son of a Navy Reserve officer, I traveled a great deal. My 
father would do his active duty every summer at Camp Pendle-
ton near San Diego. My family would race across the country, but 
make a more leisurely return to Chicago. By the time I was ten I had 
been to almost every state in the continental United States. 

Throughout my many early travels across the American landscape, 
the great cities of this country – the centers of commerce and in-

dustry – are what captured, and continue to capture my attention. 
All of those images pleasantly haunt and inspire me to this day, and 
I have spent the better part of my career as an artist trying to rein-
vent what I saw. I pursue my images, not only with broad strokes, 
but also with the details of rivets, I-beams, corrugation, torch-cut 
edges and especially rust. I find these details to be quite beautiful 
and more abstract than ‘real.’

The word landscape, as it is used in the American vernacular today, 
encompasses not just the land, but all that rests on it – including 
urban and industrial scenes, which are so large that the land seems 
to disappear, and the vistas we see are completely man-made.

These are the relics of our industrial age – the Age of Steel – and 
they have completely captured my eyes and my soul.”

J a n o s  E n y e d i
•  born 1947 •

≤Vèq èynt­htc lj èylecnhèfkmybö gtq­pféèd, vjékbdj, dbrkbrfybq 
nbv, oj z yfhj­lbd­cz yf gèd­lyè Xbrfuj. Gth­iè lbnzxè cgj­uflb gj
d’zpfyè p gj­ÿp­lrfvb gj­dp vt­nfkeh­uèq­yè nf yfanj­gt­ht­hjåyè pfdj
lb d vècnè Ufhè, infn Èylèfyf, gj­övehbvb jcèyyèvb cenèyrfvb. Plf
dfkj­cz, oj pfdj­lb, zrè dbdth­ufkb lbv è gj­kev’z, ghj­cnzufñnmcz 
lj åtp­rj­ytxyjcnè. Åekj vj­nj­hjiyj, fkt q pföjgkññ­xt.

Zr cby jaèwt­hf ht­pth­de Dèq­cmrj­dj-vjh­cmrbö cbk, z åfufnj 
gjljhj­éedfd. Oj­kènf vèq åfnmrj åhfd exfcnm e påj­hfö d Rtvg 
Gtylkt­nj­yè yt­gj­lfkèr dèl Cfy Lèæuj. Yfif cèv’z leét idblrj 
lècnfdfkfcz vècwz ghbpyfxtyyz, fkt lj­hj­ujñ yfpfl lj Xbrfuj 
vb yt gj­cgèifkb. Rj­kb vt­yè dbgj­dybkj­cz lt­cznm hj­rèd, z gj­åe
dfd ghfrnbxyj d rjéyj­ve rjynbytynfkmyj­ve infnè.

Eghj­ljdé vj­ÿö åfufnmjö hfyyèö gjljhj­étq gj fvt­hbrfycmrèq 
ptvkè, cfvt dt­kbrè vècnf wèæÿ rhfÿyb – wtynhb njh­uèd­kè nf ghj­vbc

kj­djcnè – ghbdth­nfkb è ghj­ljd­éeñnm ghbdth­nfnb vjñ edfue. 
Dcè wè jåhfpb ghj­ljd­éeñnm ghbævyj gt­htckèledfnb q yflböfnb 
vt­yt, è z ghj­dèd åèkmie xfcnbye vjæÿ vbcntwmrjÿ rfh’æhb, yfvf
ufñ­xbcm pyj­de dèlyfq­nb nt, oj åfxbd. Z dnèkññ jåhfpb yt nèkmrb 
xt­htp ibhj­rè vfp­rb afh­åb, fkt nfrjé xt­htp lt­nfkè pfrkt­gjr, 
ldj­nfd­hb, hbaktyyz, jåhèpfyè gj­kev’zv rhfÿ q, jcjåkbdj, xt
htp èh­ée. Yf vjñ levre, wè lt­nfkè xelj­dè q hflit fåcnhfrnyè, 
fyèé ht­fkmyè.

Ckj­dj ≤gtq­pfé≥ d cexfcyèq fvt­hbrfycmrèq vj­dè jp­yfxfæ yt nèkm
rb ptvkñ, fkt q ect, oj yf yèq vècnbnmcz – q eh­åfyècnbxyè nf èylec
nhèfkmyè cwt­yb, dt­kbxtp­yè yfcnèkmrb, oj ptvkz, plfænmcz, pybrfæ, 
è gth­cgtrnbdb, zrè vb åfxbvj, cnfñnm fåcj­kñnyj inexybvb.

Wt – ht­kèrnb yfij­uj èylecnhèfkmyj­uj dère, Cnfkt­dj­uj dère, è dj
yb gj­dyècnñ pfdj­kj­lèkb vjÿvb jxbvf è vjæñ leitñ.≥

Zyj   i  Ty  ’ æ­ lè
• yfh. 1947 •
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R o l l i n g  S t o ck  , 2002
Acrylic, enamel on illustration board (in Plexiglas box), 27 x 48 x 8 in. 

Courtesy of the artist, Mason Neck, Virginia

He  ö j v b q  c rkfl    , 2002
Frhbk, tvfkm yf èkñcnhfwèq­yèq lj­iwè (d gktrcbukfcj­dèq rj­hjåwè), 68,6 ö 121,9 ö 20,3 cv. 

Rfh­nbye kñ­å’zp­yj yflfyj fd­nj­hjv, Vtq­cjy Ytr, infn Dèh­lébyèz

J a n o s  E n y e d i  •  Z y j i  T y ’ æ­ l è
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S k y l i g h T , 2003
Digital print, 30 x 40 in. Courtesy of the artist, Mason Neck, Virginia

Cdènkjdb        q  kèö   n f h , 2003
Wbahj­dbq lher, 76,2 ö 101,6 cv. Rfh­nbye kñ­å’zp­yj yflfyj fd­nj­hjv, Vtq­cjy Ytr, infn Dèh­lébyèz

J a n o s  E n y e d i  •  Z y j i  T y ’ æ­ l è
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Rus   t  B e l t  E l e g y , 1998
Iron filings in polymer, enamel and acrylic on illustration board, 36 x 69 ¾ x 10 in. 

Courtesy of the artist, Mason Neck, Virginia

Tkt   u è z  p fèhéfdèkj         u j  gj  z c e , 1998
Pfkèp­yè drhfgktyyz d gj­kèvth, tvfkm nf frhbk yf èkñcnhfwèq­yèq lj­iwè, 91,4 ö 177,2 ö 25,4 cv

Rfh­nbye kñ­å’zp­yj yflfyj fd­nj­hjv, Vtq­cjy Ytr, infn Dèh­lébyèz

J a n o s  E n y e d i  •  Z y j i  T y ’ æ­ l è
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C o a l  P i e r  6  –  D o cks   i d e  D e t a i l , 2005 
Digital print, 26 x 38 in. Courtesy of the artist, Mason Neck, Virginia

D e u èk  m­ yb  q  gè  h c  6  –  lt  n fkm    ljr   e , 2005
Wbahj­dbq lher, 66 ö 96,5 cv. Rfh­nbye kñ­å’zp­yj yflfyj fd­nj­hjv, Vtq­cjy Ytr, infn Dèh­lébyèz

J a n o s  E n y e d i  •  Z y j i  T y ’ æ­ l è
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D r y  B a t c h  P l a n t , 
Virginia Concrete Company, Woodbridge Facility, detail 1, 2004

Digital print, 10 ½ x 6 in. Courtesy of the artist, Mason Neck, Virginia

Åt  n jyyb    q  p fdjl    , 
Wt­vtyn­yf rjvgfyèz Dèhléb­yèÿ, Delåhèlé, lt­nfkm 1, 2004

Wbahj­dbq lher, 26,7 ö 15,2 cv
Rfh­nbye kñ­å’zp­yj yflfyj fd­nj­hjv, Vtq­cjy Ytr, infn Dèh­lébyèz

D r y  B a t c h  P l a n t , 
Virginia Concrete Company, Woodbridge Facility, detail 3, 2004

Digital print, 9 ¼ x 8 in. Courtesy of the artist, Mason Neck, Virginia

Åt  n jyyb    q  p fdjl    , 
Wt­vtyn­yf rjvgfyèz Dèhléb­yèÿ, Delåhèlé, lt­nfkm 3, 2004

Wbahj­dbq lher, 23,5 ö 20,3 cv
Rfh­nbye kñ­å’zp­yj yflfyj fd­nj­hjv, Vtq­cjy Ytr, infn Dèh­lébyèz

D r y  B a t c h  P l a n t , Virginia Concrete Company, Wood-
bridge Facility, detail 2, 2004

Digital print, 5 ¼ x 10 ¼  in. 
Courtesy of the artist, Mason Neck, Virginia

Åt  n jyyb    q  p fdjl    , 
Wt­vtyn­yf rjvgfyèz Dèhléb­yèÿ, Delåhèlé, lt­nfkm 2, 2004

Wbahj­dbq lher, 13,3 ö 26 cv 
Rfh­nbye kñ­å’zp­yj yflfyj fd­nj­hjv, Vtq­cjy Ytr, infn Dèh­lébyèz

J a n o s  E n y e d i  •  Z y j i  T y ’ æ­ l è
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“My work stems from a deep appreciation and respect for nature. 
Within my paintings, I explore the juxtaposition of nature, man, and 
the divine. I address concepts of consumerism, stewardship, and 
the paradox of independence/dependence within our social land-
scape. 

These paintings were inspired by views from the car window. I find 
myself intrigued by the structures encountered within the course of 
daily routine. I combine these elements with other symbolic piec-
es from everyday life. My paintings depict the intersection where 
the beauty of the natural world meets the priorities of man. I feel 
compelled to paint these contemplative landscapes because they 
speak to me of the delicate balance we walk with nature, and with 
ourselves.”

H e i d i  F o w l e r

≤Vjz hj­åj­nf åt­ht cdjæ rj­hèyyz p ukbåj­rjÿ kñ­åj­dè nf gj­dfub 
lj ghbhj­lb. D cdj­ÿö rfh­nbyfö z lj­ckèléeñ cgèd­dèlyj­ityyz ghb
hj­lb, kñ­lbyb, nf åj­ét­cndtyyj­uj. Z pfq­vfñ­cz rjywtgwèzvb gj
gbne, eghfd­kèyyz nf gfhfljrcjv yt­pfktéyjcnè / pfktéyjcnè d 
yfij­ve cj­wèfkmyj­ve gtq­pféè.

Yf wè rfh­nbyb vt­yt yflböyekb rhfædblb, oj dèlrhbdfkbcz p dèr
yf vfibyb. Vt­yt èynhbueñnm cnhernehb, zrè gj­nhfgkzñnm e dèxè 
ojlyz. Z gj­ælyeñ wè tkt­vtynb p èyibvb cbvdj­kèxybvb ht­xfvb 
p gj­dczrltyyj­uj ébnnz. Vjÿ rfh­nbyb pjåhféeñnm gt­htöhtcnz, 
yf zrj­ve rhfcf ghbhjlyj­uj cdène pecnhèxfænmcz p kñlcmrbvb 
ghèj­hbnt­nfvb. Z dèlxedfñ, oj veie vfkñ­dfnb wè cgjukzlfkmyè 
gtq­pféè, åj dj­yb rféenm vt­yè ghj rhbörbq åfkfyc vèé yfvb q 
ghbhj­ljñ, è vèé yfvb cfvbvb≥.

U t qlè    Afek    t h
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N o .  1 0 2 . 2 2 . 0 0 5 , 2005
Acrylic, junk mail, yard stick, and inkjet transfer on panel, 12 x 12 in. Courtesy of the artist and Carla Massoni Gallery, Chestertown, Maryland

Y j v t h  1 0 2 . 2 2 . 0 0 5 , 2005
Frhbk, htrkfvyè kbcnèd­rb, htq­rf nf nj­yth, gt­ht­yt­ct­ybq yf gfytkm, 30,5 ö 30,5 cv

Rfh­nbye kñ­å’zp­yj yflfyj fd­nj­hjv è ufkt­htæñ Rfh­kb Vfccj­yè, Xtcnth­njy, Vt­hèktyl

H e i d i  F o w l e r  •  U t q­ l è  A f e­ k t h
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N o .  0 3 0 . 1 2 . 0 0 6 , 2006
Acrylic, junk mail, ink, graphite, and inkjet transfer on panel, 12 x 12 in. Courtesy of the artist and Carla Massoni Gallery, Chestertown, Maryland

Y j v t h  0 3 0 . 1 2 . 0 0 6 , 2006
Frhbk, htrkfvyè kbcnèd­rb, htq­rf nf nj­yth, gt­ht­yt­ct­ybq yf gfytkm, 30,5 ö 30,5 cv

Rfh­nbye kñ­å’zp­yj yflfyj fd­nj­hjv è ufkt­htæñ Rfh­kb Vfccj­yè, Xtcnth­njy, Vt­hèktyl

H e i d i  F o w l e r  •  U t q­ l è  A f e­ k t h
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“Botanical subjects are an inspiration for me whether in the form 
of landscape or individual plants. I see them as architectural struc-
tures revealed by light. I seek the universal truth in visual forms 
through the play of light on, in, and around the subject.

I like to be able to read a painting from across the room in terms 
of strong design and shapes. I work from the whole to the parts. 
I want to see the parts last. The camera has influenced my view, 
seeing unusual angles and shapes in a microscopic world. There is 
intense mystery and drama as light reveals plant forms. I magnify 

and overscale to bring the vegetation up to the scale of our human 
world.

Color for me is a lot or a little; either approach makes color impor-
tant. If light creates the form and structure, color, in its warm and 
cool vibration, creates the heartbeat of the painting.

Artists that have influenced me the most include: Vermeer for 
light, Manet and Gauguin for shapes, and Daumier for the mystery 
shapes can express.”

S us  a n  K e r n s
• born 1946 •

≤Vt­yt yflböfñnm åj­nfyèxyè jå’ærnb, yt­pfktéyj dèl nj­uj, xb wt 
gtq­pféè, xb jrht­vè hjckbyb. Z åfxe d ybö fh­öèntrneh­yè rjycnher
wèÿ, zrè ghj­zd­kzñnmcz ghb cdènkè. Z ierfñ fåcj­kñnyjÿ ghfd­lb 
dèpefkmybö ajhv xt­htp uhe cdènkf yf gj­dth­öyè, d ct­ht­lbyè nf 
yfdrj­kj ghtlvt­nèd.

Vt­yè gjljåfænmcz vfnb pvj­ue xbnfnb rfh­nbye, gt­ht­åedfñ­xb d 
èyij­ve renre rèvyfnb, p njxrb pj­he cbkb ÿÿ lbpfqye è rjynehèd. 
Z gj­xbyfñ p wèkj­uj, ghj­cedfñ­xbcm lj lt­nfktq. Z öj­xe åfxbnb 
lt­nfkè jcnfyyèvb. Jå’ærnbd dgkbyed yf vjæ åfxtyyz, yflfd­ib 
vjékbdècnm gjlbdbnbcz yf yt­pdbxfq­yè renb q ajh­vb d vèrhjc
rj­gèxyj­ve cdènè. Rj­kb cdènkj dèlrhbdfæ ajh­vb hjckby, d wmj­ve 

dèlxedfænmcz dt­kbrf nfævybwz. Z påèkmieñ hjckbyyècnm lj vfc
infåèd cdène kñ­ltq.

Lkz vt­yt rj­kmj­he è åfufnj, è vfkj; åelm-zrbq gèlöèl hj­åbnm  
rj­kèh dfékbdbv. Zroj cdènkj cndj­hñæ ajh­ve nf rjycnherwèñ, 
nj rj­kèh, p qj­uj ntgkj­njñ è ghj­öj­kjlyjñ dèåhfwèæñ, cndj­hñæ 
cth­wt­åbnnz rfh­nbyb.

Öeljéybrfvb, zrè cghfdbkb yf vt­yt yfq­åèkmibq dgkbd, æ Dth­vt
æh p gj­ukzle cdènkf, Vfyt nf Uj­uty p gj­ukzle ajhv, nf Lj­v’æ 
p gj­ukzle nfævybwè, zre vj­éenm dbckj­dbnb ajh­vb≥.

C ñ­ p t y  R t h y c
• yfh. 1946 •
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C a b b a g e  f o r  D a u m i e r , 2006
Oil on canvas, 24 x 32 in. Courtesy of the artist and Carla Massoni Gallery, Chestertown, Maryland

R fg  e c n f  lk  z  L j v ’ æ , 2006
Jkèq­yè afh­åb yf gj­kjnyè, 61 ö 81,3 cv. Rfh­nbye kñ­å’zp­yj yflfyj fd­nj­hjv nf ufkt­htæñ Rfh­kb Vfccj­yè, Xtcnth­njy, Vt­hèktyl

S u s a n  K e r n s  •  C ñ­ p t y  R t h y c
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“My background in engineering has led to my interest in the me-
chanical functioning of insects and their ability to survive. For ex-
ample, the grasshopper uses his large colorful wings to fly and 
intimidate enemies. He also uses his powerful rear legs to jump. 
My interest in insect survival has resulted in the creation of a se-
ries of large patinated bronze insect sculptures, which include this 
grasshopper.

In creating this grasshopper for peace sculpture in patinated 
bronze, I am dramatizing his iridescent wing colors as he leaps into 
flight. The patterns of veins in his wings are emphasized by reflect-
ing them in the base. To quote the 19th century French writer M.P. 
Verneuil, ‘They are knights clothed in armor…. who have arrayed 
themselves in the most splendid vestments… ’ My grasshopper 
knight is offering an olive branch of peace.”

B i l l  M o o r e
• born 1934 •

Vjz èyét­yth­yf jcdènf cnbvekñ­dfkf pfwèrfd­kt­yècnm vt­öfyèxybv 
aeyrwèj­yedfyyzv rj­vfö nf ÿöymjñ vjékbdècnñ dbébdfnb. Yf
ghbrkfl, rj­ybr-cnhbåeytwm dbrj­hbcnj­deæ cdjÿ dt­kbrè åfh­dbcnè 
rhbkf lkz nj­uj, ojå kènfnb è kzrfnb dj­hj­uèd, f gj­neéyè pflyè 
yj­ub – lkz cnhbårèd. Vèq èynt­htc lj dbébdfyyz rj­vfö ghbpdèd 
lj cndjhtyyz ct­hèÿ dt­kbrbö åhjypj­dbö crekmgneh èp gfnbyjñ, 
drkñxyj p wbv rj­ybrjv.

Ghfwññ­xb yfl ≤Rj­ybrjv-vbhjndjh­wtv≥ e gfnbyj­dèq åhjypè, 
z gt­ht­åèkmibd gt­ht­kbd­xfcnè rj­kmj­hb qj­uj rhbk, rj­kb dèy db
cnhbåeæ e gj­kèn. Kèyèÿ dty e qj­uj rhbkfö gèlrhtckñ­ñnmcz ÿöyèv 
dèllpth­rfktyyzv d jcyj­dè. Vjéyf ghj­wbnedfnb ahfywepmrj­uj 
gbcmvtyybrf ÖÈÖ cnj­hèxxz V. G. Dth­yñ­kz: ≤Wt kbwfhè d kfnfö 
... zrè dåhfkbcz d yfq­ufh­yèibq jlzu... Vèq rj­ybr-kbwfh ghj­cnz
ufæ jkbd­rj­de uèk­re vbhe.≥

Åèkk     V e h
• yfh. 1934 •
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P e a c e  K e e p e r  G r a ss  h o pp  e r , 2006, edition 1/5
Bronze, 55 ½ x 30 ¾ x 23 ½ in. Courtesy of the artist and Carla Massoni Gallery, Chestertown, Maryland

R jybr    - v b h jndj    h t w m , 2006, 1/5
Åhjypf, 141 ö 78,1 ö 59,7 cv. Crekmgnehf kñ­å’zp­yj yflfyf fd­nj­hjv è ufkt­htæñ Rfh­kb Vfccj­yè, Xtcnth­njy, Vt­hèktyl

B i l l  M o o r e  •  Å è k k  V e h



24

“This current work is a further exploration into the relationship be-
tween the natural world and the human psyche. The elegant ges-
tures of looping, twisted reeds, the intersections in a stand of marsh 
grass, the staccato shapes of dark and light stalks, or the muted 
forms of submerged leaves communicate a resonance within us 
through a lyrical language of signs. The grace of these simple phe-
nomena is fleeting yet leaves its mark, igniting in us a kinship and 
exhilaration that is wonderful in the true sense of that word. The 

sky enters largely into these pieces as well, acting in the role of 
light-giver. In its mirror image, we see the world upside-down, and 
the potential for disorientation can bring about new revelations of 
strength and fragility. From this point of view, our lives take on the 
quality of these ephemera; faint tracings on the surface of mystery. 
The challenge is to be receptive to the message of interconnected-
ness, which is also a message of hope.”

M a r c y  Du  n n  R a m s e y
• born 1945 •

≤Wz hj­åj­nf ghj­ljd­éeæ lj­ckèlétyyz cnj­ceyrèd vèé cdènjv ghb
hj­lb nf kñlcmrjñ gcböèrjñ. Tkt­ufynyè étcnb gt­htgkt­nt­yj­uj 
jxt­ht­ne, gt­htöht­otyyz p åj­kjnybvb nhfdfvb, cnfrfnj ajhv 
ntvybö è cdènkbö cntåkby, fåj ghbukeit­yè ajh­vb pfyeht­yj­uj 
kbcnz ht­pj­yeñnm d yfc pfdlzrb kèhbxyèq vj­dè pyfrèd. Uhfwèq
yècnm nfrj­uj ghj­cnj­uj zdbof idblrjgkbyyf, fkt pfkbifæ cdèq 
ckèl, pfgfkññ­xb d yfc cgj­hèlyt­yècnm è hflècnm, oj d ghzvj­ve 
pyfxtyyè wmj­uj ckj­df xelj­dj. Yt­åj nfrjé ibhj­rj pfkexfænm

cz lj cndjhtyyz wbö rfh­nby, dbrj­yeñ­xb hjkm yj­cèz cdènkf. E 
dèllpth­rfktyyè vb åfxbvj cdèn, gt­ht­dth­yenbq p yèu yf uj­kj­de, è 
qvj­dèh­yècnm lt­pj­hèæynfwèÿ vj­ét lfnb yfv yj­dt hj­pevèyyz cbkb 
nf rhbörjcnè. P wmj­uj gj­ukzle, yfiè ébnnz dåbhfñnm zrjcnè wèæÿ 
idblrjgkbyyjcnè; cnfñnm ckfårbvb ckèlfvb yf gj­dth­öyè nfævyb
wè. Cghj­åeq­vj é lj­ckeöfnbcz lj gj­ckfyyz ghj dpfævj­gj­d’zpf
yècnm, zrt djlyj­xfc æ è gj­ckfyyzv yflèÿ≥.

Vfh   c è  L fyy    H t v c è
• yfh. 1945 •
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F l u x , 2006
Oil on canvas, 40 x 54 in. Courtesy of the artist and Carla Massoni Gallery, Chestertown, Maryland

C n fdjr    , 2006
Jkèq­yè afh­åb, gj­kjnyj, 101,6 ö 137,2 cv. Rfh­nbye kñ­å’zp­yj yflfyj fd­nj­hjv è ufkt­htæñ Rfh­kb Vfccj­yè, Xtcnth­njy, Vt­hèktyl

M a r c y  D u n n  R a m s e y  •  V f h­ c è  L f y y  H t v c è
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“The untouched, wilderness landscape has been seen as a place 
of refuge and spiritual sustenance. Our contemporary urban soci-
ety still longs for that solace. But looking at landscape is a culturally 
constructed activity and the earth itself has been manipulated for 
millennia by humankind. So, for me, a sweep of land is a stage for 
the sometimes tense and often uneasy relationship between nature 
and culture. 

In the complex geometries of agricultural landscapes, I find the ordi-
nary amidst beauty, wise use and abuse bumping up against each 
other. My aim is to paint this world that I see in a flat-footed, straight-
on manner, so that I, the artist, take a back seat to the thing seen.” 

Born in Brooklyn, New York, Altoon Sultan received both her 
Bachelor and Master of Fine Arts degrees from Brooklyn College, 
where she has also taught. A member of the National Academy of 

Design, the artist has exhibited both nationally and internationally 
and has works in public collections from California to England to 
Japan, including the Metropolitan Museum in New York City; the 
Museum of Fine Arts, Boston, Massachusetts; and the National 
Museum of Women in the Arts in Washington, D.C. She has taught 
at the University of Pennsylvania’s Graduate School of Fine Arts, 
the Skowhegan School of Painting and Sculpture in Maine, the 
Vermont Studio Center, and Dartmouth College. In 1999 Sultan 
published The Luminous Brush: Painting with Egg Tempera (New 
York: Watson-Guptill Publications), a study of and how-to guide 
for this ancient technique. She has been the recipient of numerous 
awards, including MacDowell Colony Fellowships, Yaddo Fellow-
ships, National Endowment for the Arts Fellowship Grants, and an 
Academy Award in Art from the American Academy of Arts and 
Letters. Sultan lives and works in a farmhouse on a hilltop in north-
ern Vermont.

A l t o o n  S u l t a n
• born 1948 •

≤Yt­pfq­vfybq, lbrbq gtq­pfé hjp­ukzlfænmcz zr vècwt, lt vjé
yf pyfq­nb ghbnekjr q jlth­éfnb leöjd­ye gèlnhbvre. Cexfcyt 
eh­åfyèpj­dfyt cecgèkmcndj dct ot gj­nht­åeæ nfrjÿ dnèöb. Fkt cgj
cnt­ht­étyyz pf gtq­pfétv – lèzkmyècnm pevjd­kt­yf rekmnehjñ, f 
kñlcndj vfyègekñ­dfkj ptvktñ dghj­ljdé nbczxj­kènm. Nj­ve lkz 
vt­yt, ptvkz æ cwt­yjñ lkz èyj­lè yfgheét­ybö, f xfcnj-uecnj è 
yt­ghjcnbö cnj­ceyrèd vèé ghbhj­ljñ è rekmnehjñ.

E crkflyèq utj­vtnhèÿ cèkmcmrj­ujcgj­lfh­cmrbö gtq­pféèd z pyföj
lée pdbxfq­yt gj­vèé ght­rhfcyj­uj, velht rj­hbcnedfyyz è pkjd
ébdfyyz, zrè cnbrfñnmcz vèé cj­åjñ. Vjz vt­nf – vfkñ­dfnb 
cdèn, zrbq z åfxe, e dèldth­nèq è xtcyèq vfyt­hè, ojå z, zr öeljé
ybr, åekf lheuj­hzlyjñ dèlyjcyj gj­åfxt­ybö ht­xtq≥.

Yfhj­lét­yf d Åherkèyè, Ymñ-Qjhr, Fk­ney Cfk­nfy jnhbvfkf cne
gt­yè åfrfkfd­hf è vfuècnhf vbcntwnd e Åherkèycmrj­ve rj­kt­léè, 
lt dj­yf nfrjé gèp­yèit dbrkflfkf. Xkty Yfwèj­yfkmyjÿ Frflt­vèÿ 

lbpfq­ye, öeljéybwz dbcnfd­kzkfcz d CIF è pf rjh­lj­yjv. Ÿÿ hj
åj­nb påt­hèufñnmcz d geåkèxybö rj­ktrwèzö dèl Rfkèajh­yèÿ lj Fy
ukèÿ nf Zgj­yèÿ, pjrht­vf d Veptÿ ≤Vtnhj­gj­kènty≥ d Ymñ-Qjh­re, 
Veptÿ jåhfpjndjh­xbö vbcntwnd e Åjcnj­yè, infn Vfccfxectnc, 
nf Yfwèj­yfkmyj­ve veptÿ vbnwèd-éèyjr e Dfibyunj­yè, jrheu Rj
kevåèz. Dj­yf dbrkflfkf d fcgèhfynehè afrekmnt­ne vbcntwnd 
Gtycèkmdfycmrj­uj eyèdth­cbnt­ne, d irj­kè ébdj­gbce è crekmg
nehb ≤Crjeöt­ufy≥ e Vtq­yè, e cnelèq­yj­ve wtynhè Dth­vjynf nf 
Lfh­nvencmrj­ve rj­kt­léè. D 1999 hj­wè Cfk­nfy dblfkf rybue 
≤Czñ­xbq gtypkbr: vfkñ­dfyyz zæxyjñ ntvgt­hjñ≥ (Ymñ-Qjhr: 
Watson-Guptill Publications) – lj­ckèlétyyz è gj­cèåybr p dbrj­hb
cnfyyz wèæÿ lfd­ymjÿ ntöyèrb. Dj­yf jnhbvfkf xbcktyyè yfuj­hj­lb, 
drkñxyj p cnbgtylèzvb VfrLfetkk Rj­kj­yè nf Zllj, cnbgtylèæñ-
uhfynjv dèl Yfwèj­yfkmyj­uj ajyle vbcntwnd è yfuj­hj­ljñ Fvt­hb
rfycmrjÿ Frflt­vèÿ vbcntwnd è kènt­hfnehb. Cfk­nfy ébdt è ghfwñæ 
e cdjæve pfvècmrj­ve åelbyre, hjp­nfij­dfyj­ve yf dth­ibyè uj­hb 
d gèd­yèxyj­ve Dth­vjynè.

F k n e y  Cfk   n fy
• yfh. 1948 •
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T r a c t o r  a n d  A g - B a g s ,  G r o t o n ,  V e r m o n t , 1994
Oil on canvas, 30 x 90 in. Courtesy of the artist and Tibor de Nagy Gallery, New York, New York

N h fr  n j h  è  v èirb    ,  U h j n jy  ,  D t h v jy  n , 1994
Jkèq­yè afh­åb, gj­kjnyj, 78,2 ö 228,6 cv. Rfh­nbye kñ­å’zp­yj yflfyj fd­nj­hjv nf ufkt­htæñ Nèåjh lt Yfuè, Ymñ-Qjhr

A l t o o n  S u l t a n  •  F k­ n e y  C f k­ n f y
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H a y  B a l e s  o n  t h e  B a t t u r e ,  B a t o n  R o u g e ,  L o u i s i a n a , 1997
Oil on canvas, 30 x 60 in. Courtesy of the artist and Tibor de Nagy Gallery, New York, New York

C n j u b  c èyf   ,  Åf  n jy   H e é ,  K e ÿ p èfyf    , 1997
Jkèq­yè afh­åb, gj­kjnyj, 76,2 ö 152,4 cv. Rfh­nbye kñ­å’zp­yj yflfyj fd­nj­hjv nf ufkt­htæñ Nèåjh lt Yfuè, Ymñ-Qjhr

A l t o o n  S u l t a n  •  F k­ n e y  C f k­ n f y
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