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I n t R O d u C t I O n

Americans and Russians have developed many bonds in the two hundred years since we 

established diplomatic relations. One of the most striking of these is a shared respect for 

natural beauty, and for art which captures the vastness and variety of landscapes in our two 

countries. The beautiful works on display in Spaso House 

offer the thousands of guests whom we welcome every 

year a glimpse of America’s natural riches, which has 

inspired and defined our society in much the same way 

that Russians have drawn strength from the wonderful 

expanse of their own country.

Lisa and I were also proud to host a remarkable tempo-

rary exhibition from the Tretyakov Gallery in the summer 

of 2006, shortly before our current collection of American 

art was installed. This exhibition was not only a way to demonstrate our admiration for the 

Tretyakov on its 150th anniversary; it was also a way to highlight some extraordinary Russian 

landscapes. We remain deeply grateful to the Tretyakov for their generosity.

We greatly appreciate the support of the ART in Embassies Program, especially Curator Virginia 

Shore, and the graciousness of the superb American artists who have allowed us to display 

their work. We hope that you will enjoy their powerful images of America’s natural splendor.  

And we hope that – along with the Tretyakov’s exhibition at Spaso House – they will remind 

Russians and Americans alike of all that we share.

Ambassador Bill Burns and Lisa Carty

Moscow 
January 2007 
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D D t l t y b t

Pf 200 ktn, ghjitlibt cj lyz ecnfyjdktybz lbgkjvfnbxtcrbö jnyjitybq vtéle Hjccbtq 

b CIF, eps, cdzpsdfñobt yfib yfhjls, rhtgkb b hfpdbdfkbcm. Jåt yfib cnhfys elbdb-

ntkmysv jåhfpjv jåütlbyztn åkfujujdtqyjt jnyjitybt r rhfcjnt ghbhjls b bcreccnde, 

rjnjhjt gjvjuftn pfgtxfnktnm åtcrhfqyjcnm b hfpyjjåhfpbt yfibö gtqpfétq. Dtkb-

rjktgyst hfåjns, dscnfdktyyst d Cgfcj-Öfect, gjvjufñn nsczxfv ujcntq, rjnjhsö vs 

tétujlyj ghbybvftv d htpbltywbb, cjcnfdbnm ytrjnjhjt ghtlcnfdktybt j ghbhjlyjv 

åjufncndt Fvthbrb, rjnjhjt dljöyjdkztn b ajhvbhetn yfit jåotcndj njxyj nfr ét, rfr 

b rhfcjnf heccrbö ghjcnjhjd dljöyjdkztn hjccbzy.

Vs c Kbpjq nfrét jxtym ujhlbvcz ntv, xnj ktnjv 2006 ujlf, ytpfljkuj lj njuj rfr bp 

CIF ghbåskf ysytiyzz rjkktrwbz ghjbpdtltybq fvthbrfycrjuj bcreccndf, d Cgfcj-Öfe-

ct ghjikf pfvtxfntkmyfz dscnfdrf gjkjnty bp Nhtnmzrjdcrjq ufkthtb. Änf dscnfdrf yt 

njkmrj lfkf yfv djpvjéyjcnm jnlfnm lfym djcöbotybz Nhtnmzrjdcrjq ufkthtt yfrfyeyt 

tt 150-ktnbz, yj b åskf ifycjv ghjltvjycnhbhjdfnm ytrjnjhst gjnhzcfñobt heccrbt 

gtqpféb. Vs jxtym åkfujlfhys Nhtnmzrjdcrjq ufkthtt pf gjljåyeñ otlhjcnm.

Vs rhfqyt ghbpyfntkmys ghjuhfvvt ≤Bcreccndj d gjcjkmcndfö≥ b jcjåtyyj tt rehfnjhe 

Dbhlébybb Ijh, f nfrét pfvtxfntkmysv fvthbrfycrbv öeljéybrfv, rjnjhst kñåtpyj 

cjukfcbkbcm ghtljcnfdbnm cdjb hfåjns lkz ärcgjpbwbb. Vs yflttvcz, xnj dfv gjyhf-

dzncz änb dgtxfnkzñobt gjkjnyf, jnjåhféfñobt dtkbrjktgbt fvthbrfycrjq ghbhjls. 

Vs nfrét yflttvcz, xnj änf rjkktrwbz, rfr b dscnfdrf rfhnby Nhtnmzrjdcrjq ufkthtb, 

yfgjvybn hjccbzyfv b fvthbrfywfv j njv, xnj yfc jåütlbyztn.

Ebkmzv Åthyc                  Kbpf Rfhnb

Gjcjk CIF d Hjccbb

Vjcrdf

Zydfhm 2007 u.
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Spaso House has been the resi-

dence of American ambassadors 

 in Moscow since the establishment 

of diplomatic relations between 

the United States and the former 

Soviet Union in 1933. It stands one 

mile west of the Kremlin at No. 10 

Spasopeskovskaya Square, not far 

from the Garden Ring Road (Sado-

voye Kol’tso) and the Arbat, an ancient region of Moscow. The 

area surrounding Spaso House was inhabited in the 17th century 

by the Tsar’s dog-keepers and falconers. Spaso House and the 

square on which it is located are named for the handsome Rus-

sian Orthodox Church situated on one side. Erected in 1711, the 

Church of Salvation on the Sands (Tserkov’ Spasa-na-Peskakh) 

was depicted in the 1870s by the artist V.D. Polenov in a painting 

entitled “A Small Moscow Courtyard” (Moskovskiy Dvorik), which 

now hangs in Moscow’s Tretyakov Gallery. 

Designed by architects Adamovich and Mayat, Spaso House was 

completed in 1914 for Nikolai Aleksandrovich Vtorov, a wealthy 

merchant and manufacturer. It was built in the New Empire Style 

during a period that favored ostentation. The interior is built on 

an astonishing scale, with a main hall 82 feet long crowned by 

a soaring domed ceiling, from which an enormous chandelier 

hangs. Although not as vast as the ground floor, the living quar-

ters are impressive for their spaciousness and attention to detail, 

such as beautifully molded ceilings, carved doors and handsome 

chandeliers. Other than the addition of a one-story ballroom wing 

in the 1930s, the mansion has not changed much in appearance.

Following the 1917 Bolshevik 

Revolution, the newly formed 

Soviet government expropriated 

all of Moscow’s mansions, includ-

ing Spaso House, for official use. 

Soviet Foreign Minister Vyshinskiy 

mentioned during a Spaso House 

reception that his predecessor, 

Georgiy Vasiliyevich Chicherin, the 

Commissar for Foreign Affairs from 1918 to 1930, had lived at 

Spaso House for some time during the 1920s.

When the first American ambassador, William C. Bullitt, arrived 

in Moscow at the end of 1933 to present his credentials, he was 

shown three buildings allocated for possible use by the American 

Embassy. Two were chosen: Spaso House was selected as the 

ambassador’s residence and another building then under con-

struction on Mokhovaya Street, next to the Hotel National, was to 

serve as temporary offices and staff apartments until an embassy 

compound could be built on Sparrow Hills – a plan that never ma-

terialized. Ambassador Bullitt occupied Spaso House for the first 

time in March 1934. For several months, the residence also was 

used as the embassy’s chancery and housed some of the staff 

until the new building on Mokhovaya Street was completed.

The summer of 1934 has often been described as a honeymoon 

in American-Soviet ties. The establishment of diplomatic relations 

inspired good feelings, which prompted tens of thousands of 

American tourists to visit the U.S.S.R. The advent of World War II 

and the German invasion in 1941 brought more changes in Spaso 

S p a S O  H O u S E  –  t H E  R E S I d E n C E  O f  t H E  u . S .  a m b a S S a d O R  t O  m O S C O w
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House. Part of the building was turned over to office use to ac-

commodate the overflow from the growth of the official American 

community. A bomb shelter was even built in the basement. 

Through all of this, the residence remained largely unscathed, only 

suffering some broken windows.

In the late fall of 1941, as the Germans were approaching Mos-

cow, the seat of the Soviet government was transferred to the 

east, to the Volga city of Kuybyshev (Samara). The foreign embas-

sies naturally followed. Spaso House was the evacuation point for 

the American community; official personnel and correspondents 

met at Spaso House and proceeded to the station, where they 

boarded a train to Kuybyshev to the accompanying sound of dis-

tant Soviet anti-aircraft fire. A few months after the move to Kuy-

byshev, the Germans were pushed back from the Moscow area, 

never actually entering the capital, and the new ambassador, 

Admiral William H. Standley, and his staff could resume embassy 

operations in Moscow. Spaso House has continued throughout 

the postwar years to serve as the ambassador’s residence, and 

as such has welcomed a host of distinguished visitors, including 

six American presidents, three vice presidents and nine secretar-

ies of state.

In recent years steps have been taken to restore Spaso House 

to its original 1914 splendor. Ambassador Thomas J. Watson 

arranged for the restoration of the exterior fanlight windows, 

destroyed during World War II, to glass of its original bright 

ultramarine blue color. In 1983, during Ambassador Arthur A. 

Hartman’s tenure, an ambitious program to repaint the residence 

was undertaken to coincide with the fiftieth anniversary of the 

establishment of diplomatic ties between the United States and 

the Soviet Union. A recent redecoration in 1995 of the representa-

tional rooms and the ballroom has restored the interior to the New 

Empire Style.

A variety of distinguished American art has been exhibited in 

Spaso House over the years, a tradition now continued through 

the State Department’s ART in Embassies Program. Under this 

program, examples of fine and decorative art in a variety of media 

and styles are loaned to U.S. embassies around the world, offer-

ing visitors to Spaso House an opportunity to become acquainted 

with the richness and variety of American art.

�
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Yfxbyfz c 1933 ujlf, rjulf åskb 

ecnfyjdktys lbgkjvfnbxtcrbt 

jnyjitybz vtéle CIF b CCCH, 

htpbltywbtq fvthbrfycrbö 

gjckjd d Vjcrdt zdkztncz jcjå-

yzr Cgfcj-Öfec. Jy hfcgjkjéty 

d vbkt r pfgfle jn Rhtvkz gj 

flhtce: Cgfcjgtcrjdcrfz gkj-

oflm, 10. Änj ytlfktrj jn Cflj-

djuj rjkmwf b Fhåfnf, jlyjuj bp 

cnfhbyysö hfqjyjd Vjcrds. D ÖªÈÈ dtrt pltcm ébkb wfhcrbt 

gcfhb b cjrjkmybrb. D gfvznm j ntö dhtvtyfö cjöhfybkjcm 

yfpdfybt Rhtxtnybrjdcrjq ekbws, gjplytt gthtbvtyjdfyyjq 

d ekbwe Rjvgjpbnjhjd. Yfpdfybt Cgfcj-Öfecf b gkjoflb, yf 

rjnjhjq jy hfcgjkjéty, ghjbcöjlbn jn dtkbrjktgyjq heccrjq 

ghfdjckfdyjq wthrdb, cnjzotq ytgjlfktre. Wthrjdm Cgfcf yf 

Gtcrfö, gjcnhjtyyfz d 1711 ujle, åskf bpjåhfétyf öeljéyb-

rjv D.L. Gjktyjdsv d 1870-ö ujlfö yf rfhnbyt ≤Vjcrjdcrbq 

ldjhbr≥, rjnjhfz öhfybncz d Nhtnmzrjdcrjq ufkthtt.

Cnhjbntkmcndj Cgfcj-öfecf dtkjcm gj pfrfpe Ybrjkfz Fktr-

cfylhjdbxf Dnjhjdf, rhegytqituj regwf, ghjvsiktyybrf b 

abkfynhjgf, rjnjhjuj yfpsdfkb ≤vjcrjdcrbv Vjhufyjv≥, b 

åskj pfdthityj d 1914 ujle. Fdnjhs ghjtrnf – fhöbntrnjhs 

D.L. Flfvjdbx b D.V. Vfzn. Bynthmth plfybz, gjcnhjtyyjuj d 

cnbkt yjdsq fvgbh, gjhféftn hfpvföjv. Ukfdysq pfk lkbyjñ 

jrjkj 25 vtnhjd dtyxftn dscjrbq cdjlxfnsq gjnjkjr, c rjnj-

hjuj cdbcftn juhjvyfz öhecnfkmyfz kñcnhf. Ébkst gjvtot-

ybz, öjnz b ecnegfñn gj hfpvthe pfke yf gthdjv änfét, njét 

dgtxfnkzñn ghjcnjhjv b nofntkmyjq ghjhfåjnrjq ltnfktq 

– dtkbrjktgyjq ktgybyjq gjnjkrjd, htpysvb ldthzvb b hjc-

rjiysvb kñcnhfvb. D 1930-ö ujlfö åsk ghbcnhjty jlyjänfé-

ysq akbutkm, ghtlyfpyfxtyysq 

lkz vepsrfkmysö dtxthjd b nfy-

wtd. D jcnfkmyjv jcjåyzr vfkj 

bpvtybkcz.

Gjckt Jrnzåhmcrjq htdjkñwbb 

1917 ujlf dyjdm cajhvbhjdfy-

yjt Cjdtncrjt ghfdbntkmcndj 

ärcghjghbbhjdfkj dct vjcrjd-

crbt jcjåyzrb. Yt bpåtéfk änjq 

exfcnb b jcjåyzr Dnjhjdf. Cjdtncrbq vbybcnh byjcnhfyysö 

ltk Dsibycrbq yf jlyjv bp ghbtvjd d Cgfcj-Öfect egjvzyek, 

xnj tuj ghtlitcndtyybr Utjhubq Dfcbkmtdbx Xbxthby, åsdibq 

yfhrjvjv byjcnhfyysö ltk d 1918–1930 ujlfö, ébk d Cgfcj-

Öfect d 20-t ujls.

Rjulf d rjywt 1933 ujlf gthdsq fvthbrfycrbq gjcjk Ebkmzv 

Åekkbnn ghbtöfk d Vjcrde lkz dhextybz dthbntkmysö uhfvjn, 

tve gjrfpfkb nhb plfybz, jndtltyyst lkz gjcjkmcndf CIF. 

Dsåjh gfk yf ldf plfybz: Cgfcj-Öfec åsk bpåhfy d rfxtcndt 

htpbltywbb gjckf, f plfybt, hfcgjkjétyyjt yf Vjöjdjq 

ekbwt gj cjctlcnde c ujcnbybwtq ≤Yfwbjyfkm≥, ghtlgjkf-

ufkjcm dhtvtyyj bcgjkmpjdfnm lkz ckeétåysö gjvtotybq 

b rdfhnbh gthcjyfkf lj ntö gjh, gjrf yt åeltn gjcnhjty 

rjvgktrc gjcjkmcndf yf Djhjåmtdsö ujhfö (ysyt Ktybycrbt 

ujhs). Änjn gkfy nfr b yt åsk jceotcndkty.

Ktnj 1934 ujlf xfcnj yfpsdfñn ≤vtljdsv vtczwtv≥ cjdtn-

crj-fvthbrfycrbö jnyjitybq. Ecnfyjdktybt lbgkjvfnbxtcrbö 

jnyjitybq dspdfkj ghbkbd ntgksö xedcnd, gjåelbdibq ltcznrb 

nsczx fvthbrfycrbö nehbcnjd gjctnbnm CCCH. C yfxfkjv Dnj-

hjq vbhjdjq djqys xfcnm Cgfcj-Öfecf cnfkf bcgjkmpjdfnmcz 
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d flvbybcnhfnbdysö wtkzö, xnjås cghfdbnmcz c edtkbxbdibvcz 

jåütvjv hfåjns b xbckjv fvthbrfycrbö cjnhelybrjd. D gjl-

dfkt plfybz åskj ecnhjtyj åjvåjeåtébot. D ujls djqys 

htpbltywbz ghfrnbxtcrb yt gjcnhflfkf, pf bcrkñxtybtv hfp-

åbnsö jrjyysö cntrjk.

Gjplytq jctymñ 1941 ujlf, rjulf ytvtwrbt djqcrf ghbåkbéf-

kbcm r Vjcrdt, Cjdtncrjt ghfdbntkmcndj åskj ädfrebhjdfyj 

yf djcnjr, d ujhjl Reqåsitd (d yfcnjzott dhtvz Cfvfhf). 

Byjcnhfyyst gjcjkmcndf, tcntcndtyyj, gjcktljdfkb nelf ét. 

Cgfcj-Öfec cnfk geyrnjv ädfrefwbb lkz fvthbrfywtd; infn-

yst cjnhelybrb b éehyfkbcns cjåbhfkbcm nfv b jnghfdkzkbcm 

yf djrpfk, ult cflbkbcm yf gjtpl lj Reqåsitdf gjl jnlfkty-

ysq frrjvgfytvtyn cjdtncrbö ptybnysö jhelbq. Ytcrjkmrj 

vtczwtd cgecnz gjckt gthttplf ghfdbntkmcndf d Reqåsitd 

ytvws åskb jnåhjitys jn cnjkbws, b yjdsq gjcjk flvbhfk 

Ebkmzv Cnäylkb b tuj infn cvjukb djpjåyjdbnm ltzntkmyjcnm 

gjcjkmcndf d Vjcrdt. D gjcktdjtyyst ujls Cgfcj-Öfec ghj-

ljkéfk ckeébnm htpbltywbtq gjckf, b tuj gjctnbkj åjkmijt 

xbckj dscjrjgjcnfdktyysö ujcntq, drkñxfz fvthbrfycrbö ght-

pbltynjd, dbwt-ghtpbltynjd b ujcctrhtnfhtq.

D gjcktleñobt ujls åskb ghtlghbyzns ifub gj djphjéltybñ 

Cgfcj-Öfecf d tuj åskjv dtkbrjktgbb 1914 ujlf. Ghb gjckt 

Njvfct Ejncjyt åskj djccnfyjdktyj dytiytt dtthjjåhfpyjt 

jryj, hfpheityyjt dj dhtvz djqys. Htcnfdhfnjhs bcgjkmpj-

dfkb cntrkj zhrjuj ekmnhfvfhbyjdjuj wdtnf, rjnjhjt åskj 

ghtlecvjnhtyj d gthdjyfxfkmyjv ghjtrnt. D 1983 ujle, rjulf 

gjckjv zdkzkcz Fhneh Öfhnvfy, åskf jceotcndktyf htcnfdhf-

wbz htpbltywbb, ghbehjxtyyfz r 50-q ujljdobyt ecnfyjdktybz 

lbgkjvfnbxtcrbö jnyjitybq vtéle Cjtlbytyysvb Infnfvb b 

Cjdtncrbv Cjñpjv. D 1988 ujle åsk djccnfyjdkty gfhflysq 

pfk, xnj djphjlbkj leö cnbkz yjdsq fvgbh, d rjnjhjv åsk 

cghjtrnbhjdfy änjn jcjåyzr.

D ntxtybt vyjubö ktn d Cgfcj-Öfect dscnfdkzkbcm hfp-

yjjåhfpyst rjkktrwbb ghjbpdtltybq bpjåhfpbntkmyjuj 

b ltrjhfnbdyj-ghbrkflyjuj bcreccndf fvthbrfycrbö 

öeljéybrjd, hfåjnfñobö d cfvsö hfpysö cnbkzö b éfyhfö 

– nhflbwbz, rjnjhfz ghjljkéftncz b ctujlyz. D hfvrfö ghj-

uhfvvs ≤Bcreccndj d gjcjkmcndfö≥ ghjbpdtltybz ébdjgbcb 

b crekmgnehs ghtljcnfdkzñn gjcjkmcndfv CIF dj dctv vbht, 

b ujcnb Cgfcj-Öfecf bvtñn djpvjéyjcnm gjpyfrjvbnmcz c 

åjufncndjv b hfpyjjåhfpbtv fvthbrfycrjuj bcreccndf.

�
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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 inter-

national language of art that leads to mutual respect and under-

standing 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 educa-

tional, cultural, business, and diplomatic communities.

Works of art exhibited through the program encompass a variety 

of media and styles, ranging from eighteenth century colonial 

portraiture to contemporary multi-media installations. They are 

obtained through the generosity of lending sources that include 

U.S. museums, galleries, artists, institutions, corporations, and 

private collections. In viewing the exhibitions, the thousands of 

guests who visit U.S. embassy residences each year have the op-

portunity 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 

worldwide.

t H E  a R t  I n  E m b a S S I E S  p R O g R a m
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Ghjuhfvvf ≤Bcreccndj d gjcjkmcndfö≥ (ART) eybrfkmysv 

jåhfpjv cjxtnftn d ctåt bcreccndj, lbgkjvfnbñ b rekmnehe. 

Ghjbpdtltybz bcreccndf ghtjljktdfñn zpsrjdst åfhmths 

dyt pfdbcbvjcnb jn bpjåhfpbntkmysö chtlcnd, yfghfdktybz 

b cñétnf. Lkz ghjuhfvvs ART ghjbpdtltybz bcreccndf zdkz-

ñncz bycnhevtynjv dsgjkytybz tt vbccbb: ghjljkétybz lbf-

kjuf, yfghfdktyyjuj yf ljcnbétybt dpfbvjedfétybz b dpfbvj-

gjybvfybz vtéle ghtlcnfdbntkzvb hfpkbxysö rekmneh, dtle-

otujcz yf zpsrt bcreccndf, gjyznyjv kñlzv dj dctv vbht.

Änf bybwbfnbdf ≤yfukzlyjq lbgkjvfnbb≥ åthtn cdjt yfxfkj 

d 1964 u. D yfib lyb jyf gththjckf d jåibhyeñ b ckjéyeñ 

ghjuhfvve, rehbheñoeñ ghjdtltybt dscnfdjr, yf rjnjhsö 

ärcgjybhetncz d jåotq ckjéyjcnb åjktt 3500 jhbubyfkjd, 

ghtljcnfdktyysö lkz änjq wtkb uhfélfyfvb CIF. Änb hfåjns 

dscnfdkzñncz d cnf ctvbltcznb htpbltywbzö gjcjkmcnd b lbg-

kjvfnbxtcrbö vbccbq CIF d hfpkbxysö cnhfyfö. Dscnfdrb, 

hfpyjjåhfpyst gj ntvfnbrt b cjlthéfybñ, eåtlbntkmyj 

ltvjycnhbheñn åtp gjvjob ckjd jlby bp dféytqibö ghbywb-

gjd yfituj ujcelfhcndf – cdjåjle dshfétybz kbxyjcnb. Ghtl-

cnfdktyyst yf dscnfdrfö ghjbpdtltybz bcreccndf dsgjkyzñn 

vyjujwtktdst aeyrwbb b zdkzñncz ghtlvtnjv ujhljcnb fvt-

hbrfycrbö gjckjd, rjnjhst pyfrjvzn ghtlcnfdbntktq caths 

rekmnehs b jåhfpjdfybz, ltkjdsö b lbgkjvfnbxtcrbö rheujd 

ghbybvfñobö cnhfy c bcreccndjv CIF.

Hfåjns, rjnjhst ltvjycnhbheñncz d hfvrfö ghjuhfvvs, jnhf-

éfñn dct hfpyjjåhfpbt ntöybrb b éfyhjd, yfxbyfz c rjkjyb-

fkmyjq gjhnhtnyjq ébdjgbcb XVIII dtrf b pfrfyxbdfz cjdht-

vtyyjq cntrkzyyjq crekmgnehjq. Jyb åskb kñåtpyj ghtljcnfd-

ktys yfv fvthbrfycrbvb veptzvb, rfhnbyysvb ufkthtzvb, 

öeljéybrfvb, exhtéltybzvb, rjvgfybzvb b xfcnysvb rjkktr-

wbjythfvb. Dscnfdrb d htpbltywbzö fvthbrfycrbö gjcjkmcnd 

tétujlyj gjctofñn nsczxb kñltq dj dctv vbht. Bcreccndj, 

änjn eybdthcfkmysq ≤rfyfk cdzpb≥, lftn bv djpvjéyjcnm 

åjkmit epyfnm j yfitq cnhfyt, tt bcnjhbb b jåsxfzö, gjyznm 

yfi yfhjl, tuj yfltéls b xfzybz.

Cjnhelybrb ghjuhfvvs ≤Bcreccndj d gjcjkmcndfö≥ ujhlzncz 

ntv, xnj bv dsgfkf xtcnm ghtlcnfdkznm fvthbrfycrjt bcrec-

cndj pf heåtéjv. Vs ghbukfiftv dfc gjctnbnm cfqn ART:  

http://aiep.state.gov b gjpyfrjvbnmcz c äktrnhjyysvb dth-

cbzvb dctö dscnfdjr, ghjdjlbvsö d hfvrfö ghjuhfvvs, c 

fdnjhfvb hfåjn b rjkktrwbjythfvb, ghtljcnfdbdibvb lkz ytt 

ghjbpdtltybz bcreccndf.

g H J u H F v v F  ≤ b c R e c c n D J  D  g J c J K m c n D F ö ≥



Milton Avery’s roots lie in the conjunction of American regionalism 
and European and American impressionism. While Avery began 
as a relatively traditional painter in the 1920s, his style quickly ran 
counter to the social realism of the time. He combined elements 
of American impressionism with the simplified shapes of Matisse 
to forge a unique style that became increasingly abstract later in 
his career. 

Milton Avery was born at Sand Bank, New York. In 1905, Avery 
began attending the Connecticut League of Art Students in 
Hartford, where he remained an occasional life drawing student 
through 1919. He moved to New York in 1925, and in the follow-
ing decades he showed work at numerous exhibitions mounted 
by New York galleries and American museums. Avery’s preoc-
cupation with French fauvism and German expressionism led him 
to develop a simplified formal idiom distinguished by clarity of line 
and an expressive palette. Even though his style was close to 
abstraction, Avery nonetheless clung to representation throughout 
his entire career. Classical motifs and subject matter in portraits, 
still lifes and coastal landscapes were his main thematic areas 
and genres. 

Prolific as a painter, graphic artist, and ceramist, Avery received 
numerous awards from American art institutions before he died in 
1965, although he only really became famous posthumously. Now 
he is acclaimed as one of the most influential American twentieth-
century artists.

www.milton-avery.com

Bcnjrb ndjhxtcndf Vbknjyf Äqdthb ktéfn d ckbzybb fvt-

hbrfycrjuj htubjyfkbpvf c tdhjgtqcrbv b fvthbrfycrbv 

bvghtccbjybpvjv. D 20-t ujls ÖÈÖ dtrf Äqdthb yfxbyfk 

rfr öeljéybr-nhflbwbjyfkbcn, yj jxtym crjhj jy jndth-

yekcz jn ujcgjlcndjdfdituj d nj dhtvz cnbkz cjwbfkmyjuj 

htfkbpvf. D tuj ndjhxtcndt äktvtyns fvthbrfycrjuj 

bvghtccbjybpvf cjtlbybkbcm c eghjotyysvb ajhvfvb 

Vfnbccf, b d htpekmnfnt gjkexbkcz eybrfkmysq cnbkm, rjnj-

hsq cj dhtvtytv cnfyjdbkcz dcç åjktt fåcnhfrnysv.

Vbknjy Äqdthb hjlbkcz d Cäyl-Åäyrt (in. Ymñ-Qjhr). D 

1905 ujle jy yfxfk pfybvfnmcz d Kbut cneltynjd-öeljéyb-

rjd Rjyytrnbrenf d Öfhnajhlt, ult ghjljkéfk exbnmcz lj 

1919 ujlf, ltkfz dhtvz jn dhtvtyb pfhbcjdrb c yfnehs. 

D 1925 ujle Äqdthb gthttöfk d Ymñ-Qjhr, b c ntö gjh yf 

ghjnzétybb ytcrjkmrbö ltcznbktnbq tuj rfhnbys dscnfd-

kzkbcm d hfpkbxysö öeljétcndtyysö ufkthtzö Ymñ-Qjhrf 

b fvthbrfycrbö veptzö. Edktxtybt Äqdthb ahfywepcrbv 

ajdbpvjv b ytvtwrbv bvghtccbjybpvjv ghbdtkj r cjplf-

ybñ jcjåjq eghjotyyjq vfyths gbcmvf, rjnjheñ jnkbxfkf 

xçnrjcnm kbybq b dshfpbntkmyjcnm gfkbnhs. Ytcvjnhz yf 

nj, xnj cnbkm tuj åsk åkbpjr r fåcnhfrwbjybpve, Äqdthb 

ntv yt vtytt yf ghjnzétybb dctq cdjtq ndjhxtcrjq ébpyb 

nzujntk r bpjåhfpbntkmyjcnb. Rkfccbxtcrbt vjnbds b 

cñétnyjcnm gjhnhtnjd, yfnñhvjhnjd b gtqpfétq vjhcrjuj 

gjåthtémz cjcnfdkzkb jcyjde tuj ndjhxtcndf.

Äqdthb åsk gkjljdbnsv ébdjgbcwtv, uhfabrjv b öeljé-

ybrjv gj rthfvbrt. Dgkjnm lj cfvjq cdjtq cvthnb d 1965 

ujle jy gjkexfk vyjujxbcktyyst yfuhfls jn fvthbrfy-

crbö öeljétcndtyysö exhtéltybq. Jlyfrj gj-yfcnjzotve 

pyfvtybn jy cnfk eét gjckt cvthnb. Ctujlyz Vbknjyf 

Äqdthb yfpsdfñn jlybv bp cfvsö pyfxbntkmysö fvthbrfy-

crbö öeljéybrjd ÖÖ dtrf.

www.milton-avery.com
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Sunset Dunes, 1957
Oil on canvas, 38 x 50 in. 

Courtesy of the Milton Avery Trust, New York, New York

Lñys yf pfrfnt, 1957
Vfckj yf öjkcnt, 96,5 ö 127 cv
C hfphtitybz ajylf Vbknjyf Äqdthb, u. Ymñ-Qjhr
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Children at Seaside, 1935
Oil on canvas, 30 x 40 in. 

Courtesy of March Avery Cavanaugh, New York, New York

Ltnb e vjhz, 1935
Vfckj yf öjkcnt, 76,2 ö 101,6 cv
C hfphtitybz Vfhxb Äqdthb Rfdfyf, u. Ymñ-Qjhr
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Born in 1902, Sally Michel Avery studied at the Art Students 

League in New York. In 1924 she married American modernist 

Milton Avery. For over forty years, Michel Avery and Avery painted 

side by side, acting as each other’s models, collaborators, critics, 

and champions. Together they developed a high-modernist style, 

based on their use of high-key colors and semi-abstract forms. 

Several retrospectives of Michel Avery’s work have been mounted 

in recent decades and her paintings have been exhibited in 

several museums. Her work is in the permanent collections of 

the National Museum of Women in the Arts (Washington, D.C.), 

the Metropolitan Museum of Art (New York City), the Wadsworth 

Athenaeum (Hartford, Connecticut), the Corcoran Gallery of Art 

(Washington, D.C.), and hundreds of other fine public and private 

collections.

www.LoucksGallery.com

Cfkkb Vbitkm Äqdthb hjlbkfcm d 1902 ujle. Jyf exbkfcm 

d ymñ-qjhrcrjq Kbut cneltynjd-öeljéybrjd. D 1924 ujle 

dsikf pfveé pf fvthbrfycrjuj vjlthybcnf Vbknjyf 

Äqdthb. Åjktt cjhjrf ktn Vbitkm Äqdthb b Äqdthb 

gbcfkb cdjb rfhnbys åjr j åjr, åskb lheu lkz lheuf 

yfnehobrfvb, njdfhbofvb, rhbnbrfvb, gjllthébdfkb lheu 

lheuf. Dvtcnt jyb dshfåjnfkb cdjq jcjåsq cnbkm ≤djpds-

ityysq vjlthybpv≥, jcyjdfyysq yf cdtnksö njyfö b gjke-

fåcnhfrnysö ajhvfö.

Yf ghjnzétybb gjcktlybö ltcznbktnbq cjcnjzkjcm 

ytcrjkmrj htnhjcgtrnbdysö dscnfdjr Vbitkm Äqdthb; tt 

hfåjns dscnfdkzkbcm d ytcrjkmrbö veptzö. Bö vjéyj edb-

ltnm d gjcnjzyysö rjkktrwbzö yfwbjyfkmyjuj veptz ≤Éty-

obys d bcreccndt≥ (u. Dfibyunjy), Veptz Vtnhjgjkbnty d 

Ymñ-Qjhrt, veptz Ejlcdjhn Fntytev (Öfhnajhl, in. Rjy-

ytrnbren) b d ufkthtt Rjhrjhfy d Dfibyunjyt, f nfrét d 

cjnyzö lheubö ujcelfhcndtyysö b xfcnysö rjkktrwbq.

www.LoucksGallery.com
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Bright Day, 1985
Oil on canvas, 40 x 50 in. 

Courtesy of the Katharina Rich Perlow Inc. Gallery, New York, New York

Zcysq ltym, 1985
Vfckj yf öjkcnt, 101,6 ö 127 cv
C hfphtitybz ufkthtb Rfnfhbys Hbx Gthkje, u. Ymñ-Qjhr

S a l l y  m I C H E l  a V E R y  •  1 9 0 2 - 2 0 0 3 c F K K b  v b I t K m  Ä q D t H b  •  1 9 0 2 - 2 0 0 3



��

A leading contemporary American lithographer and painter, Wil-

liam Clutz studied art at the Mercersburg Academy (1948-51), 

and at the State University of Iowa (1951-55). Clutz lived and 

worked in New York City from 1955 to 1996. Most of his original 

graphic art has been published there by Brooke Alexander.

Clutz’s first solo exhibition took place in 1954 when he was 

twenty-one years of age. Since that time his original prints, draw-

ings and paintings have been exhibited at over twenty one-man 

shows in New York, and at such major institutions as the Museum 

of Modern Art, New York City, the Smithsonian Institute, Washing-

ton D.C., as well as internationally in Berlin, Paris, and The Hague. 

His original lithographs are included in such major collections as 

the Chase Manhattan Bank; Harvard University, Cambridge, Mas-

sachusetts; The Corcoran Gallery of Art, Washington, D.C.; and 

the Museum of Modern Art, New York City.

The art of William Clutz is most often concerned with humanity, 

within the urban environment. His work is striking, unique, and 

modernist yet avoids pure abstraction; the artist has stated that 

abstraction robs art of its meaning. Spring Street is one of Clutz’s 

largest and most impressive lithographs. It was published in New 

York in 1978 in a very small edition of twenty-five impressions.

www.cartage.org

Dtleobq cjdhtvtyysq fvthbrfycrbq kbnjuhfa b öeljé-

ybr Ebkmzv Rkew exbkcz d Vthcthcåehucrjq frfltvbb 

(1948–1951) b d Eybdthcbntnt infnf Fqjdf (1951–1955). 

C 1955 gj 1966 u. ébk d ujhjlt Ymñ-Qjhrt. Åjkmibycndj 

tuj uhfdñh åskj jgeåkbrjdfyj d Ymñ-Qjhrt bplfntkmcn-

djv Åherf Fktrcfylthf.

Gthdfz gthcjyfkmyfz dscnfdrf Ebkmzvf Rkewf cjcnjz-

kfcm d 1954 ujle, rjulf öeljéybre åsk ldflwfnm jlby ujl, 

b c ntö gjh tuj uhfdñhs, hbceyrb b rfhnbys ltvjycnhbhj-

dfkbcm åjktt xtv yf ldflwfnb gthcjyfkmysö dscnfdrfö d 

Ymñ-Qjhrt, dscnfdkzkbcm d ymñ-qjhrcrjv Veptt cjdht-

vtyyjuj bcreccndf, d Cvbncjyjdcrjv bycnbnent d Dfiby-

unjyt, f nfrét pf heåtéjv – d Åthkbyt, Gfhbét b Uffut. 

Tuj kbnjuhfabb yföjlzncz d rjkktrwbzö åfyrf Xtqp Vfy-

öännty, Ufhdfhlcrjuj eybdthcbntnf (Rtvåhblé, in. Vfc-

cfxectnc), d ufkthtt Rjhrjhfy (Dfibyunjy) b d Veptt 

cjdhtvtyyjuj bcreccndf (u. Ymñ-Qjhr).

D cdjbö ghjbpdtltybzö Ebkmzv Rkew xfcnj jåhfoftncz 

r ntvt xtkjdtrf d ujhjlcrjq chtlt. Tuj hfåjns d cnbkt 

vjlthybpvf gjhféfñn cdjtq jhbubyfkmyjcnmñ, jlyfrj 

öeljéybr bpåtuftn xbcnjuj fåcnhfrwbjybpvf, gjcrjkmre 

cxbnftn, xnj fåcnhfrwbz kbiftn bcreccndj cvsckf. Cfvfz 

åjkmifz b dgtxfnkzñofz kbnjuhfabz Rkewf ≤Dtctyyzz 

ekbwf≥ åskf jgeåkbrjdfyf d Ymñ-Qjhrt d 1978 ujle jxtym 

vfktymrbv nbhféjv – dctuj ldflwfnm gznm jnnbcrjd.

www.cartage.org
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Yellow Street, 1971
Oil on canvas, 30 x 40 in. 

Courtesy of the Katharina Rich Perlow Inc. Gallery, New York, New York

Étknfz ekbwf, 1971
Vfckj yf öjkcnt, 76,2 ö 101,6 cv
C hfphtitybz ufkthtb Rfnfhbys Hbx Gthkje, u. Ymñ-Qjhr
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Growing up in upstate New York, Marsha Connell was nurtured in 

her love for art, nature, and learning by her grandfather, Samuel 

Riss – painter, and all around Renaissance farmer. Connell carries 

on this legacy in her passions for drawing and color, for the envi-

ronment, and for exploring ideas and cultures. 

A graduate of Skidmore College (Saratoga Springs, New York) 

and San Francisco State University (California), Connell is an art 

instructor at Santa Rosa Junior College. She has won several 

California Arts Council Artist-in-Residence grants and is a Fellow 

of the California Arts Project. Connell leads creative workshops 

and retreats that combine traditional studio practice and expres-

sive arts. As a working artist, she is well aware of the pleasures 

and risks of artistic endeavors. Her gift is in helping students find 

their own path to self-discovery within a supportive community. 

Connell has had solo exhibitions at the Spring Lake Village Gallery 

in Santa Rosa, California; the Galeria Tonantzin in San Juan Bau-

tista, California; and the Matanzas Creek Winery in Santa Rosa, 

California.

Vfhif Rjyytk dshjckf d ctdthyjq xfcnb infnf Ymñ-

Qjhr. Kñåjdm r bcreccnde, ghbhjlt b pyfybzv ghbdbk tq 

ltleirf Cävmñäk Hbcc – xtkjdtr jxtym hfpyjcnjhjyybq 

(b d änjv gjöjébq yf ltzntktq ägjöb Djphjéltybz), 

öeljéybr b athvth. Rjyytk eyfcktljdfkf tuj cnhfcnm 

r hbceyre b wdtne, r jrheéfñotq ghbhjlt, r gjpyfybñ b 

bpextybñ hfpkbxysö rekmneh.

Dsgecrybwf rjkktléf Crblvjhf (Cfhfnjuf-cghbyuc, 

in. Ymñ-Qjhr) b eybdthcbntnf Cfy-Ahfywbcrj (in. Rfk-

bajhybz), Rjyytk ghtgjlftn ébdjgbcm d rjkktlét d 

Cfynf-Hjpt. Jyf ytjlyjrhfnyj dsbuhsdfkf uhfyns rfkb-

ajhybqcrjuj Cjdtnf bcreccnd lkz öeljéybrjd, ghjébdfñ-

obö gj vtcne extås. Exfcndetn d hfåjnt rfkbajhybqcrjq 

Ghjuhfvvs hfpdbnbz bcreccnd. Rjyytk ghjdjlbn ndjh-

xtcrbt ctvbyfhs b dstplyst pfyznbz, cjtlbyzz nfrbv 

jåhfpjv nhflbwbjyyst cnelbqyst pfyznbz b ärcghtc-

cbjybpv. Åelexb hfåjnfñobv öeljéybrjv, Vfhif ght-

rhfcyj pyftn hfljcnb b nzujns ndjhxtcrjq ébpyb öeljé-

ybrjd. Jyf gjvjuftn cdjbv cneltynfv – exbn bö yföjlbnm 

cjåcndtyysq genm r cfvjgjpyfybñ dyenhb cjjåotcndf, 

jrfpsdfñotuj bv gjllthére. D ufkthtt Cghbyu-Käqr d 

Cfynf-Hjpt (Rfkbajhybz) ghjikf gthcjyfkmyfz dscnfdrf 

Vfhib Rjyytk; tç hfåjns dscnfdkzkbcm nfrét d ufkthtt 

≤Njyfywby≥ d Cfy-Öefy-Åfenbcnt (Rfkbajhybz) b ufkthtt 

≤Vfnfypfc Rhbr Dfqythb≥ d Cfynf-Hjpt.

��
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Lavender Entry, 2003
Oil on canvas, 36 x 72 in. each of two 

Courtesy of the artist, Santa Rosa, California

Nhjgf d kfdfylt, 2003
Vfckj yf öjkcnt, 91,4 ö 182,9 cv rfélfz rfhnbyf
C hfphtitybz fdnjhf, Cfynf-Hjpf, Rfkbajhybz
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Cloudhands, 2005
Oil on canvas, 24 x 24 in. 

Courtesy of the artist, Santa Rosa, California

Crfpjxyst jåkfrf, 2005
Vfckj yf öjkcnt, 61 ö 61 cv
C hfphtitybz fdnjhf, Cfynf-Hjpf, Rfkbajhybz

m a R S H a  C O n n E l l  •  b o r n  1 9 4 5 v F H I F  R J y y t K  •  h .  1 9 4 5



��

Autumn Dance #3, 2000
Oil on canvas, 30 x 40 in. 

Courtesy of the artist, Santa Rosa, California

Jctyybq nfytw § 3, 2000
Vfckj yf öjkcnt, 76,2 ö 101,6 cv
C hfphtitybz fdnjhf, Cfynf-Hjpf, Rfkbajhybz
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“My painting has taken me on a journey – one of discovery and 

fulfillment through the lushness of oils manipulated across canvas-

es, with an energy and passion that comes from deep within. The 

joy of creation has moved me from abstraction to fantasy worlds 

to a magical place by the sea that stirs my soul. I am recreating 

in many guises this beautiful place that has become an integral 

part of my being. To be in that spot by the Mediterranean is to 

feel the effects of time measured by sunny skies, rolling seas, and 

boldly cast shadows that take on a life of their own. I am weaving 

together realistic passages with those that are abstracted, giving 

the works a quality that is my own. It is the juxtaposition of these 

two effects that gives a sense of serenity and timelessness to the 

images. My paintings are about a place where it is soothing to be. 

They are about a scene that calls to you in a gentle, yet inviting 

way. Such a place can mean whatever you wish. For me it’s about 

the gifts that nature perpetually bestows – the memories and the 

joy of having been there – the warmth, exuberance, mystery, and 

love that rest there. Perhaps these works will conjure a place that 

matters deeply and significantly to the viewer…” 

~ Ethel Gittlin, 2004

≤Vjb hfåjns gjpdfkb vtyz d gentitcndbt, gjkyjt jnrhs-

nbq b djgkjotybq pfvsckjd, c åeqcndjv rhfcjr yf öjkcnt, 

c åmñotq bp ukeåbys äythubtq b cnhfcnmñ. Hfljcnm ndjh-

xtcndf dtkf vtyz jn fåcnhfrwbq d vbh afynfpbb, r djk-

itåyjve vtcne yf åthtue vjhz, rjnjhjt nfr dpdjkyjdfkj 

vjñ leie. Z cyjdf b cyjdf djcghjbpdjée hfpyst jåkbxmz 

änjuj vtcnf, cnfdituj ytjnütvktvjq xfcnmñ vjtuj åsnbz. 

D änjq xfcnb Chtlbptvyjvjhmz dhtvz bpvthztncz cjk-

ytxysv ytåjv, djkyeñobvcz vjhtv b ukeåjrbvb kbnsvb 

ntyzvb, rjnjhst ébden cdjtq cjåcndtyyjq ébpymñ. Z 

cgktnfñ djtlbyj htfkmyst b fåcnhfrnyst jåhfps, ghblf-

dfz vjbv hfåjnfv rfxtcndj, rjnjhjt zdkztncz cdjqcndjv 

vjtq yfnehs. Bvtyyj änj ckbzybt htfkmyjuj b fåcnhf-

rnyjuj cjplftn joeotybt åtpvzntéyjq ufhvjybb b dyt-

dhtvtymz. Vjb rfhnbys – hfccrfp j vtcnt, d rjnjhjv djp-

ybrftn joeotybt gjrjz, rjnjhjt nböj vfybn r ctåt. Änj 

vtcnj vjétn jpyfxfnm xnj eujlyj, gj dfitve étkfybñ. 

Lkz vtyz änj dtxyst b ytghtöjlzobt lfhs ghbhjls – 

djcgjvbyfybz b hfljcnm jn cjpyfybz njuj, xnj z nfv åskf 

– ntgkjnf, b nfqyf, bpjåbkbt b kñåjdm, rjnjhst wfhzn nfv 

dctulf. B vjétn åsnm, vjb rfhnbys djcrhtczn d gfvznb 

phbntkz nj vtcnj, rjnjhjt tve jcjåtyyj ljhjuj...≥

– Äntkm Ubnnkby, 2004
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La Mer Brilliante – Suite, 2005
Oil on canvas, 44 x 66 in. 

Courtesy of the artist and Walter Wickiser Gallery, New York, New York

Cdthrfñott vjht – cñbnf, 2005
Vfckj yf öjkcnt, 111,8 ö 167,6 cv
C hfphtitybz fdnjhf b ufkthtb Ejknthf Ebrbcthf, u. Ymñ-Qjhr
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La Promenade au Matin, 2004
Oil on canvas, 40 x 46 in. 

Courtesy of the artist and Walter Wickiser Gallery, New York, New York

Enhtyybq ghjvtyfl, 2004
Vfckj yf öjkcnt, 101,6 ö 116,8 cv
C hfphtitybz fdnjhf b ufkthtb Ejknthf Ebrbcthf, u. Ymñ-Qjhr
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Harold Gregor gained national prominence in the early 1970’s 

within the photo-realism movement, turning to farm structures 

and the sweeping horizon of the rural Midwest for inspiration. 

Along with the realist landscape depictions, this Bloomington,  

Illinois, artist is also known for his unusual flatscape paintings 

which combine an aerial perspective with unique color choices  

to suggest an essential Midwestern landscape. 

 

In 1995, upon retirement, Gregor began exploring a third aspect 

called “trail” paintings – colorful abstract paintings derived from 

scenes of a local walking trail. He continues to paint and show all 

four modes: realist panoramas, colorful aerial flatscapes, ener-

getic abstract “trail” paintings, and his latest effort Vibrascapes. 

Gregor, a native of Detroit, Michigan, received his Bachelor of Sci-

ence degree from Wayne State University, his Master of Science 

degree from Michigan State University, and his doctorate from 

Ohio State University. Among many distinctions, he is the recipient 

of a 1993-1994 National Endowment for the Arts (NEA) grant and 

an NEA Midwest Fellowship. In 1993 he was awarded the Illinois 

Academy of Fine Arts Lifetime Achievement Award. Gregor’s work 

is represented in important public and private collections through-

out the United States and Europe. Gregor is a distinguished 

professor emeritus at Illinois State University, Normal, Illinois. 

www.hgregor.com

Ufhjkml Uhtujh ghbjåhtk yfwbjyfkmyeñ bpdtcnyjcnm d 

yfxfkt 70-ö ujljd, rfr ghtlcnfdbntkm yfghfdktybz ajnj-

htfkbpvf. Pf dljöyjdtybtv jy jåhfnbkcz r ctkmcrbv 

cjjheétybzv b åtcrhfqybv ghjcnjhfv Chtlytuj Pfgflf. 

Yfhzle c htfkbcnbxysvb kfylifanfvb änjn öeljéybr bp 

Åkevbyunjyf (in. Bkkbyjqc) bpdtcnty nfrét cdjbvb ≤akän-

crtqgfvb≥ – rfhnjuhfabxtcrbvb rfhnbyfvb, d rjnjhsö 

gtqpféb, bpjåhfétyyst rfr ås c dscjns gnbxmtuj gjktnf, 

d cjxtnfybb c eybrfkmysvb wdtnjdsvb htitybzvb gtht-

lfñn jcjåtyyjcnb kfylifanjd Chtlytuj Pfgflf.

Dsqlz yf gtycbñ d 1995 ujle, Uhtujh hfpdbk tot jlby 

fcgtrn ébdjgbcb – ébdjgbcm ghbhjlysö ghjuekjxysö vfh-

ihenjd: fåcnhfrnyst rfhnbys, yfdtzyyst gtqpféfvb vtcn-

yjuj ghjuekjxyjuj vfhihenf. Jy b ctqxfc ghjljkéftn 

gbcfnm b dscnfdkznm rfhnbys d änbö nhçö éfyhfö – htfkbc-

nbxyst gfyjhfvs, wdtnyst rfhnjuhfabxtcrbt kfylifans, 

äythutnbxtcrbt fåcnhfrwbb, yfdtzyyst ghjuekjxysvb vfh-

ihenfvb, f d gjcktlytt dhtvz r ybv ghbåfdbkbcm nfrét b 

≤dbåhfcrtqgs≥.

Uhtujh, ehjétytw Ltnhjqnf (in. Vbxbufy) gjkexbk cnt-

gtym åfrfkfdhf tcntcndtyysö yfer d Eybdthcbntnt Eäqyf, 

cntgtym vfubcnhf tcntcndtyysö yfer d Eybdthcbntnt 

infnf Vbxbufy b ljrnjhcreñ extyeñ cntgtym d Eybdthcb-

ntnt infnf Jufqj. Chtlb vyjubö lheubö ljcnbétybq Uht-

ujhf – uhfyn Yfwbjyfkmyjuj ajylf bcreccnd b uevfybnfh-

ysö yfer (NEA) 1993–1994 b cnbgtylbz NEA lkz Chtlytuj 

Pfgflf. D 1993 ujle jy gjkexbk yfuhfle ≤Pf gjébpytyyst 

ljcnbétybz≥ jn Frfltvbb bpzoysö bcreccnd Bkkbyjqcf. 

Hfåjns Uhtujhf ghtlcnfdktys d rhegytqibö ujcelfhcn-

dtyysö b xfcnysö rjkktrwbzö CIF b Tdhjgs. Jy zdkztncz 

pfckeétyysv ghjatccjhjv Eybdthcbntnf infnf Bkkb-

yjqc d Yjhvfkt.

www.hgregor.com
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Illinois Flatscape #79, 2002
Acrylic on canvas, 52 x 84 in. 

Courtesy of the artist and Katharina Rich Perlow Inc. Gallery,  
New York, New York

Bkkbyjqcrbq gtqpfé § 79, 2002
Frhbkjdfz rhfcrf yf öjkcnt, 132,1 ö 213,4 cv
C hfphtitybz fdnjhf b ufkthtb Rfnfhbys Hbx Gthkje,
u. Ymñ-Qjhr
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Scott Kahn was born in Springfield, Massachusetts, in 1946. He 

earned his Bachelor of Arts degree from the University of Penn-

sylvania and then went on to study at the Art Students League in 

New York City and at Rutgers University, New Brunswick, New 

Jersey, where he earned his Master of Fine Arts degree. In addi-

tion to receiving the Pollock-Krasner Foundation Grant twice and 

the Change Inc., Emergency Grant, Kahn has participated in ex-

hibitions at the Katharina Rich Perlow Gallery, New York City; the 

Jason and Rhodes Gallery and Piccadilly Gallery, both in London; 

and the Albright Knox-Art Gallery in Buffalo, New York. His work 

is in a variety of collections including AT & T, Chase Manhattan 

Bank, and Dow Jones & Co.

Crjnn Rfy hjlbkcz d Cghbyuabklt (in. Vfccfxectnc) d 

1946 ujle. Jy gjkexbk cntgtym åfrfkfdhf bcreccnd d Eyb-

dthcbntnt infnf Gtycbkmdfybz, pfntv ghjljkébk exçåe d 

Kbut cneltynjd-öeljéybrjd d Ymñ-Qjhrt b Eybdthcbntnt 

Henuthcf d Ymñ-Åhfycebrt (Ymñ-Léthcb), ult gjkexbk 

cntgtym vfubcnhf bpzoysö bcreccnd. Rfy gjkexfk uhfyns 

Ajylf Gjkkjrf-Rhfcythf (ldféls) b xhtpdsxfqysq uhfyn 

Change Inc., exfcndjdfk d dscnfdrfö d ufkthtt Rfnfhbys 

Hbx Gthkje (Ymñ-Qjhr), d ufkthtzö Létqcjyf b Hjlcf b 

Gbrflbkkb (jåt d Kjyljyt), f nfrét d ufkthtt Jkåhfqn-

Yjrc d Åeaafkj (in. Ymñ-Qjhr). Tuj hfåjns döjlzn dj vyj-

ubt öeljétcndtyyst rjkktrwbb, njv xbckt rjvgfybq ≤Äq- 

Nb äyl Nb≥, ≤Xtqp Vfyöännty Åäyr≥ b ≤Lje-Léjyc b Rj≥.
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Berkshire Nightscape, 2005
Oil on linen, 24 x 28 in. 

Courtesy of the artist and Katharina Rich Perlow Inc. Gallery, 
New York, New York

Yjxyjq gtqpfé d Åthribht, 2005
Vfckj yf kmyzyjv gjkjnyt, 61 ö 71,1 cv
C hfphtitybz fdnjhf b ufkthtb Rfnfhbys Hbx Gthkje, 
u. Ymñ-Qjhr
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Alex Katz was born in New York City on July 24, 1927. From 

1946 to 1949 he studied at the Cooper Union School of Art 

in New York, and then, from 1949 to 1950, at the Skowhegan 

School of Painting and Sculpture in Maine. His work has been the 

subject of nearly 200 solo exhibitions internationally since 1954, 

including a 1986 Whitney Museum of American Art (New York 

City) retrospective. In 1994 The Cooper Union School endowed 

the Alex Katz Visiting Chair in Painting, and in 2000, honored the 

artist with its “Artist of the City” award. The Paul J. Schupf Wing 

for the Art of Alex Katz at the Colby College Museum of Art in 

Waterville, Maine, makes the Colby museum one of the few mu-

seums in the United States with a wing devoted solely to the work 

of a living artist. Katz currently lives and works in New York.

Katz’s work has always been figurative. His present large scale 

paintings of figures in landscape and urban settings have evolved 

from the flat statues, and later close-ups. His flat, free-stand-

ing, life-sized cutouts bear a striking yet subtle likeness to their 

subjects, living figures from literature and art. These mammoth 

paintings, created in a new scale, emphasize color and drawing.

Fktrc Rfw hjlbkcz d Ymñ-Qjhrt 24 bñkz 1927 ujlf. 

C 1946 gj 1949 ujl jy exbkcz d irjkt bcreccnd ≤Cjñp 

Regthf≥, f pfntv, c 1949 gj 1950 ujl, d Irjkt ébdjgbcb 

b crekmgnehs Crjeöbufyf (in. Väy). C 1954 ujlf e Rfwf 

ghjikj jrjkj ldeöcjn gthcjyfkmysö dscnfdjr gj dctve 

vbhe, d njv xbckt htnhjcgtrnbdf d ymñ-qjhrcrjv Veptt 

fvthbrfycrjuj bcreccndf Ebnyb d 1986 ujle. D 1994 ujle 

≤Cjñp Regthf≥ dsldbyek Rfwf yf gjcn ghbukfityyjuj 

ghjatccjhf ébdjgbcb, f d 2000 ujle eljcnjbk yfuhfls 

≤Öeljéybr ujhjlf≥. D Veptt bpjåhfpbntkmysö bcreccnd 

rjkktléf Rjkåb d Ejnthdbkkt (in. Väy) wtkjt rhskj jndt-

ltyj gjl ndjhxtcndj Rfwf, xnj ltkftn veptq Rjkåb tlbycn-

dtyysv d CIF vepttv, d rjnjhjv ndjhxtcnde ysyt plhfd-

cndeñotuj öeljéybrf gjcdzotyj jnltkmyjt rhskj.

Ghjbpdtltybz Rfwf dctulf åskb jåhfpysvb b vtnfajhbx-

ysvb. Tuj ysytiybt rhegyjvfcinfåyst gjkjnyf, bpjåhf-

éfñobt abuehs kñltq d ujhjlcrjv jrheétybb bkb yf 

ghbhjlt, dshjckb bp gkjcrbö crekmgneh b bpjåhfétybq 

rhegysv gkfyjv. Tuj gkjcrbt, cdjåjlyj cnjzobt dshtpfy-

yst jåhfps bvtñn gjhfpbntkmyjt, yj ghb änjv tldf ekjdb-

vjt cöjlcndj c jhbubyfkfvb – öeljéybrfvb, gbcfntkzvb, 

gjänfvb. Uhjvflyjcnm änbö cjplfyysö d yjdjv vfcinfåt 

rfhnby gjlxthrbdftn wdtn b hbceyjr.
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Forest, 1992
Color aquatint, 29 x 66 in. 

Courtesy of the Foundation for Art and Preservation in Embassies,  
Washington, D.C.

Ktc, 1992
Wdtnyfz frdfnbynf, 73,7 ö 167,6 cv
C hfphtitybz Ajylf jöhfys ghtlvtnjd
bcreccndf d gjcjkmcndfö
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Fulbright Fellow and member of the National Academy of Arts, 

Robert LaHotan was born in Cleveland, Ohio in 1927. He received 

his Bachelor of Arts and Master of Fine Arts degrees from New 

York’s Columbia University. He received many awards throughout 

his career, including a Fulbright Grant in 1951 and the Certificate 

of Merit from National Academy of Design, New York, in 1996. 

Lahotan was known for landscapes and still lifes of subtle force 

and lyrical color. His work is in the permanent collections of 

Lehigh University in Bethlehem, Pennsylvania and the University of 

North Carolina, Chapel Hill. His paintings have been exhibited at 

the Dallas Museum of Contemporary Art, Texas, and the Roch-

ester Memorial Art Gallery, New York. For over thirty-six years La-

Hotan taught painting and art history at the Dalton School in New 

York City. He lived in New York City and Cranberry Island, Maine.

Hjåthn Kföjnfy, dsgecrybr ghjuhfvvs Aekåhfqnf b xkty 

Yfwbjyfkmyjq frfltvbb bcreccnd, hjlbkcz d Rkbdktylt 

(in. Jufqj) d 1927 ujle. Jy gjkexbk cntgtym åfrfkfdhf 

bcreccnd b vfubcnhf bpzoysö bcreccnd d Rjkevåbqcrjv 

eybdthcbntnt d Ymñ-Qjhrt. Pf ujls cdjtq hfåjns jy gjke-

xbk vyjuj yfuhfl, d njv xbckt uhfyn Ajylf Aekåhfqnf d 

1951 ujle b gjxçnyeñ uhfvjne ymñ-qjhrcrjq Yfwbjyfkm-

yjq frfltvbb lbpfqyf d 1996 ujle.

Kföjnfy bpdtcnty cdjbvb ytéysvb b kbhbxysvb gtqpf-

éfvb b yfnñhvjhnfvb. Tuj ghjbpdtltybz yföjlzncz d 

gjcnjzyyjq rjkktrwbb eybdthcbntnf Kböfq d Åtnktötvt 

(in. Gtycbkmdfybz) b Eybdthcbntnf infnf Ctdthyfz Rfhj-

kbyf d Xtgäk-Öbkkt. Tuj hfåjns dscnfdkzñncz d Veptt 

cjdhtvtyyjuj bcreccndf d Lfkkfct (in. Ntöfc) b d Vtvj-

hbfkmyjq öeljétcndtyyjq ufkthtt Hjxtcnthf (u. Ymñ-

Qjhr). Åjktt 36 ktn Kföjnfy ghtgjlfdfk ébdjgbcm b bcnj-

hbñ bcreccnd d Irjkt Lfkmnjyf d Ymñ-Qjhrt. Jy ébk d 

Ymñ-Qjhrt b Rhäyåthhb-Fqktyl (in. Väy).
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Approaching Storm, 1999
Oil on canvas, 40 x 40 in. 

Courtesy of the Kraushaar Galleries Inc., New York, New York

Ghbåkbéfñobqcz injhv, 1999
Vfckj yf öjkcnt, 101,6 ö 101,6 cv
C hfphtitybz ufkthtb Rhfeiffh, u. Ymñ-Qjhr
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In the Birch Woods, 1999
Oil on canvas, 40 x 40 in. 

Courtesy of the Kraushaar Galleries Inc., New York, New York

D åthtpjdjq hjot, 1999
Vfckj yf öjkcnt, 101,6 ö 101,6 cv
C hfphtitybz ufkthtb Rhfeiffh, u. Ymñ-Qjhr
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After studying at the Parsons School of Design, the Art Students 

League, and the New School for Social Research, all in New York 

City, Richard Segalman started his career in the early 1960s work-

ing with watercolors and oils. Segalman most often depicts two 

or three people engaged in a moment of emotional significance, 

usually in a tranquil domestic setting or an ephemeral beach 

scene such as Brighton Beach. Segalman makes his subjects’ 

faces nondescript, communicating their feelings and relationships 

through their clothing and physical positions. Segalman’s work 

is often compared to impressionism, save for the artist’s appar-

ent connection with his models. Segalman is represented by 

Katharina Rich Perlow Gallery, but has also exhibited his work at 

Marlborough Gallery in New York City; the Albright-Knox Gallery 

in Buffalo, New York; and the Harmon-Meek Gallery in Naples, 

Florida. His work is in a number of collections, including the 

Corcoran Gallery of Art, the Hirshhorn Museum and Sculpture 

Garden, both in Washington, D.C., and the Minneapolis Institute 

of Arts, Minnesota. 

Gjckt extås d Irjkt lbpfqyf Gfhcjycf, Kbut cnelty-

njd–öeljéybrjd b Yjdjq irjkt cjwbfkmysö bccktljdfybq d 

Ymñ-Qjhrt Hbxfhl Ctufkvfy yfxfk cdjñ rfhmthe d 1960-ö 

ujlfö, hbcez frdfhtkmñ b vfckjv. Ctufkvfye cdjqcndtyyj 

bpjåhféfnm uhegge bp ldeö-nhtö xtkjdtr d vjvtyn ävjwbj-

yfkmyjq pyfxbvjcnb, jåsxyj d cgjrjqyjq ljvfiytq jåcnf-

yjdrt bkb d vbvjktnyjv ägbpjlt yf gkzét, rfr yf rfhnbyt 

≤Åhfqnjy-Åbx≥. Ctufkvfy jåsxyj yt ghjhbcjdsdftn kbwf 

cdjbö uthjtd, bö xedcndf b dpfbvjnyjitybz dshfétys 

gjchtlcndjv jltzybq b gjp. Tuj hfåjns xfcnj chfdybdfñn 

c bvghtccbjybpvjv, öjnz d ybö ghjcvfnhbdftncz cdzpm 

öeljéybrf cj cdjbvb vjltkzvb. Ghjbpdtltybz Ctufkvfyf 

ghtlcnfdkztn ufkthtz Rfnfhbys Hbx Gthkje, yj jyb nfrét 

dscnfdktys d ufkthtt Vfkmåjhj d Ymñ-Qjhrt; d Jkåhfqn-

Yjrc d Åeaafkj (in. Ymñ-Qjhr) b d ufkthtt Öfhvjyf-

Vbrf d Ytqgkp (in. Akjhblf). Tuj rfhnbys ghtlcnfdktys 

d ytcrjkmrbö veptqysö rjkktrwbzö, d njv xbckt d ufkthtt 

Rjhrjhfy, d Veptt b cfle crekmgneh Öbhiöjhyf (d Dfibu-

njyt, jrheu Rjkevåbz), f nfrét d Vbyytfgjkmcrjv bycnb-

nent bcreccnd (in. Vbyytcjnf).
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Brighton Beach, 2004
Oil on canvas, 11 x 14 in. 

Courtesy of the artist and Katharina Rich Perlow Inc. Gallery,
New York, New York

Gkzé ≤Åhfqnjy-Åbx≥, 2004
Vfckj yf öjkcnt, 27,9 ö 35,6 cv
C hfphtitybz fdnjhf b ufkthtb Rfnfhbys Hbx Gthkje, 
u. Ymñ-Qjhr
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James Shay earned his Bachelor of Arts degree in architecture 

from Arizona State University and went on to study painting and 

drawing with Jay Defeo, Hassel Smith, Jack Jefferson, and David 

Hannah at the San Francisco Art Institute, California. He is the 

president of the board of directors at the Marin Arts Council in 

Marin County, California. His work has been included in exhibi-

tions at Stremmel Gallery in Reno, Nevada; the Friesen Gallery 

in Sun Valley, Idaho; and Susan Street Fine Art in Solana Beach, 

California. Shay has guest lectured at the San Francisco Liter-

ary Society, the San Francisco Museum of Modern Art and the 

California College of Arts and Crafts.

Létqvc Itq gjkexbk cntgtym åfrfkfdhf bcreccnd d 

jåkfcnb fhöbntrnehs d eybdthcbntnt infnf Fhbpjyf b 

ghjljkébk bpextybt hbceyrf b ébdjgbcb e Létz Ltaj, 

Öfcctkf Cvbnf, Létrf Létaathcjyf b Lädblf Öfyf d 

Bycnbnent bcreccnd d Cfy-Ahfywbcrj (in. Rfkbajhybz). 

Jy zdkztncz ghtlctlfntktv ghfdktybz Cjdtnf gj bcrec-

cnde uhfacndf Vfhby (in. Rfkbajhybz). Tuj ghjbpdtlt-

ybz ltvjycnhbhjdfkbcm d ufkthtt Cnhtvvtk d Htyj (in. 

Ytdflf); ufkthtt Ahbptyf d Cfy-Däkb (in. Fqlföj) b d 

ufkthtt bpjåhfpbntkmyjuj bcreccndf Cmñpfy Cnhbn d 

Cjkfyf-Åbx (in. Rfkbajhybz). Itq dscnegftn c ktrwbzvb 

gj ghbukfitybñ Kbnthfnehyjuj jåotcndf Cfy-Ahfywbcrj, 

Veptz cjdhtvtyyjuj bcreccndf d Cfy-Ahfywbcrj b Irjks 

bcreccnd b htvtctk infnf Rfkbajhybz.
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Poet’s Meadow, 2005
Casein and Prismacolor on paper on board, 69 x 84 in. 

Courtesy of Stremmel Gallery, Reno, Nevada

Keu gjänf, 2005
Rfptby b rfhfylfib ≤Ghbpvfrjkjh≥ yf åevfut, 175,3 ö 213,4 cv
C hfphtitybz ufkthtb Cnhtvvtkz, u. Htyj, Ytdflf
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Yellow Swale, 2005
Casein and Prismacolor on paper on board, 65 x 50 in. 

Courtesy of Stremmel Gallery, Reno, Nevada

Étknfz ybpvtyyjcnm, 2005
Rfptby b rfhfylfib ≤Ghbpvfrjkjh≥ yf åevfut, 165,1 ö 127 cv
C hfphtitybz ufkthtb Cnhtvvtkz, u. Htyj, Ytdflf
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Originally from the small town of Galva, Illinois, Alex Stisser has 

been working in glass since 1993. He earned his Bachelor of Fine 

Arts degree in glass and sculpture from Illinois State University and 

also studied at the University of Wolverhampton, England. Stisser 

has worked at The Haystack Mountain School of Crafts in Deer 

Isle, Maine; Pilchuck Glass School in Washington State; and Ben-

jamin Moore, Inc., in Seattle, Washington.  Stisser often spends 

vacations driving a tractor around the family farm in Illinois.

Fktrc Cnbccth, dsöjltw bp ujhjlrf Ufkmdf (in. Bkkbyjqc), 

hfåjnftn gj cntrke c 1993 ujlf. Jy gjkexbk cntgtym åfrf-

kfdhf bpzoysö bcreccnd (cntrkj b crekmgnehf) d Eybdthcb-

ntnt infnf Bkkbyjqc, f nfrét exbkcz d Dekdthöävgnjyt (d 

Fyukbb). Cnbccth hfåjnfk d Irjkt htvtctk Öäqcntr-Vfey-

nby (in. Väy), Irjkt cntrkf Gbkmxerf d infnt Dfibyunjy 

b d rjvgfybb ≤Åtyléfvby Veh, Byr.≥ d Cbänkt. Jngecr jy 

xfcnj ghjdjlbn, hfåjnfz yf nhfrnjht yf ctvtqyjq athvt.

a l E x  S t I S S E R F K t R c  c n b c c t H

Untitled, 2004. Glass, 19 x 8 ½ in.  
Courtesy of Museum of Glass, Tacoma, Washington

Åtp yfpdfybz, 2004. Cntrkj, 48,3 ö 21,6 cv
C hfphtitybz Veptz cntrkf, u. Nfrjvf, infn Dfibyunjy

Untitled, 2004. Glass, 8 ¾ x 6 ¾ in.  
Courtesy of Museum of Glass, Tacoma, Washington

Åtp yfpdfybz, 2004. Cntrkj, 22,2 ö 17,1 cv
C hfphtitybz Veptz cntrkf, u. Nfrjvf, infn Dfibyunjy
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Untitled, 2004. Glass, 9 ¾ x 6 in. 
Courtesy of Museum of Glass, Tacoma, Washington

Åtp yfpdfybz, 2004. Cntrkj, 24,8 ö 15,2 cv
C hfphtitybz Veptz cntrkf, u. Nfrjvf, infn Dfibyunjy

Untitled, 2004
Glass, 14 x 8 ½ in. 

Courtesy of Museum of Glass, Tacoma, Washington

Åtp yfpdfybz, 2004. Cntrkj, 35,6 ö 21,6 cv
C hfphtitybz Veptz cntrkf, u. Nfrjvf, infn Dfibyunjy

Untitled, 2004. Glass, 4 ¾ x 10 in. 
Courtesy of Museum of Glass, Tacoma, Washington

Åtp yfpdfybz, 2004. Cntrkj, 12,1 ö 25,4 cv
C hfphtitybz Veptz cntrkf, u. Nfrjvf, infn Dfibyunjy
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Jack Stuppin has exhibited nationally in many solo and group 

shows. During 1999 he exhibited with others in the Sonoma State 

University Art Gallery (California) show: Paintings from the Open 

Space, and had a one man show at the Quicksilver Mine Co. 

in Sebastopol, California. He has also exhibited at the DeYoung 

Museum in San Francisco, California; Columbia University in New 

York City; and the LewAllen Contemporary Gallery in Santa Fe, 

New Mexico.

Paintings by Stuppin are in many private, corporate, and institu-

tional collections. Among the museums that hold his work are: 

the deYoung Memorial Museum, San Francisco, California; the 

Butler Museum of American Art, Youngstown, Ohio; Fine Art 

Museums of New Mexico, Santa Fe; Fine Arts Museum of South 

Texas, Corpus Christie; Crocker Art Museum, Oakland, California; 

San Jose Museum of Art, California; and the Yale University Art 

Gallery, New Haven, Connecticut. The National Endowment for 

the Arts has paintings by Stuppin on display at its headquarters in 

Washington, D.C.

Létr Cnegby bvtk ytcrjkmrj gthcjyfkmysö dscnfdjr b 

ytjlyjrhfnyj ltvjycnhbhjdfk cdjb hfåjns yf uheggjdsö 

dscnfdrfö gj dctq cnhfyt. D 1999 ujle d xbckt lheubö 

öeljéybrjd jy dscnfdkzkcz d öeljétcndtyyjq ufkthtt 

ujcelfhcndtyyjuj eybdthcbntnf Cjyjvf (in. Rfkbajhybz) 

yf dscnfdrt ≤Ébdjgbcm jnrhsnjuj ghjcnhfycndf≥ b ghj-

dtk gthcjyfkmyeñ dscnfdre d Rdbrcbkdth Vfqy Rjvgfyb 

d Ctåfcnjgjkt (in. Rfkbajhybz). Jy nfrét exfcndjdfk 

d dscnfdrfö d Vtvjhbfkmyjv veptt Lt Zyuf d Cfy-Ahfy-

wbcrj (in. Rfkbajhybz), d Rjkevåbqcrjv eybdthcbntnt 

d Ymñ-Qjhrt b d ufkthtt cjdhtvtyyjuj bcreccndf Kmñ 

Fkktyf d Cfynf-At (in. Ymñ-Vtrcbrj).

Hfåjns Cnegbyf yföjlzncz d hfpkbxysö kbxysö, rjhgjhf-

nbdysö b veptqysö rjkktrwbzö, d njv xbckt d Vtvjhbfkm-

yjv veptt Lt Zyuf d Cfy-Ahfywbcrj (in. Rfkbajhybz); 

Veptt fvthbrfycrjuj bcreccndf bv. Åfnkthf d Zyucnfeyt 

(in. Jufqj); Veptt bpjåhfpbntkmysö bcreccnd infnf Ymñ-

Vtrcbrj d Cfynf-At; Veptt bpjåhfpbntkmysö bcreccnd 

Ñéyjuj Ntöfcf d Rjhgec-Rhbcnb; Öeljétcndtyyjuj 

veptz Rhjrthf d Jrkfylt (in. Rfkbajhybz); veptt d 

Cfy-Öjct (in. Rfkbajhybz) b d öeljétcndtyyjq ufkthtt 

Qtkmcrjuj eybdthcbntnf d Ymñ-Ötqdtyt (in. Rjyytrnbren). 

Rfhnbys Cnegbyf vjéyj edbltnm d infå-rdfhnbht Yfwbj-

yfkmyjuj ajylf bcreccnd d Dfibyunjyt.
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Apple Orchard, 2003
Oil on canvas, 23 ½ x 29 ¾ in. 

Courtesy of the artist, Sebastopol, California

Zåkjytdsq cfl, 2003
Vfckj yf öjkcnt, 59,7 ö 75,6 cv
C hfphtitybz fdnjhf, u. Ctåfcnjgjkm, Rfkbajhybz
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Russian River, 2001
Oil on canvas, 48 x 60 in. 

Courtesy of the artist, Sebastopol, California

Heccrfz htrf, 2001
Vfckj yf öjkcnt, 121,9 ö 152,4 cv
C hfphtitybz fdnjhf, u. Ctåfcnjgjkm, Rfkbajhybz
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Jane Wilson has been compared to Lois Dodd, Jane Freilicher, 

and Neil Welliver, all of whom concentrate on landscape as a 

central motif of their work. Wilson’s portrayals of the Long Island 

(New York) sky have been traced to her early years spent in Iowa. 

Within her landscapes, she strives to capture the significant and 

ephemeral movements of weather, the seasons, and natural light. 

Wilson received her Bachelor of Arts and Master of Arts degrees 

from the University of Iowa in Iowa City. She moved to New York 

City in 1949, where she went on to hold professorships at Co-

lumbia University and the Pratt Art Institute. Wilson has exhibited 

regularly in New York since the early 1950s at such galleries as 

the DC Moore Gallery and Fischbach Gallery. She has received 

numerous awards, including the Benjamin Altman Prize from the 

National Academy of Design; the Eloise Spaeth Award from The 

Guild Hall Museum in East Hampton, New York; and the Adolf 

and Clara Obrig Prize from the National Academy of Design. Her 

work is in public collections all over the United States, including 

the Hirshhorn Museum and Sculpture Garden in Washington, 

D.C.; and the Museum of Modern Art, and the Whitney Museum 

of American Art, both in New York City. 

Létqy Ebkcjy chfdybdfñn c Kebcjv Ljljv, Létqy Ahfq-

kbrth b Ybkjv Eäkkbdthjv, gjcrjkmre lkz dctö änbö 

öeljéybrjd gtqpfé zdkztncz jcyjdysv vjnbdjv ghjbpdt-

ltybq. Bpjåhfétybz ytåf yfl Kjyu-Fqktyljv (Ymñ-Qjhr) 

yfgjvbyfñn j ltncrbö ujlfö Ebkcjy, rjnjhst jyf ghjdtkf 

d Fqjdt. D cdjbö gtqpféfö jyf cnfhftncz jnhfpbnm pyfxb-

ntkmyst, b vbvjktnyst bpvtytybz gjujls, dhtvtyb ujlf b 

jcdtotybz.

Ebkcjy gjkexbkf cntgtyb åfrfkfdhf b vfubcnhf bcrec-

cnd d eybdthcbntnt Fqjdf d Fqjdf-cbnb. D 1949 ujle jyf 

gthttöfkf d Ymñ-Qjhr, ult gjkexbkf ghjatccjhcreñ 

ljkéyjcnm d Rjkevåbqcrjv eybdthcbntnt b Öeljétcndty-

yjv bycnbnent Ghfnnf. C yfxfkf 50-ö ujljd Ebkcjy htue-

kzhyj dscnfdkzkf cdjb rfhnbys d nfrbö ufkthtzö Ymñ-

Qjhrf, rfr Lb-Cb Veh b Abiåfö. Jyf eljcnjbkfcm vyjuj-

xbcktyysö ghbpjd, drkñxfz yfuhfle bvtyb Åtyléfvbyf 

Fkmnvfyf jn Yfwbjyfkmyjq frfltvbb lbpfqyf, yfuhfle 

Äkjbps Cgän veptz Ubkl Öjkk d Bcn-Öävgnjyt (in. Ymñ-

Qjhr) b yfuhfle Fljkmaf b Rkfhs Jåhbu Yfwbjyfkmyjq 

frfltvbb lbpfqyf. Hfåjns Létqy Ebkcjy yföjlzncz d hfp-

kbxysö veptqysö rjkktrwbzö CIF: d Veptt b cfle crekmg-

neh Öbhiöjhyf d Dfibyunjyt (jrheu Rjkevåbz); d Veptt 

cjdhtvtyyjuj bcreccndf b d Veptt fvthbrfycrjuj bcrec-

cndf Ebnyb d Ymñ-Qjhrt (in. Ymñ-Qjhr).
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Heat in Water Mill, 1997
Oil on linen, 42 x 34 in. 

Courtesy of DC Moore Gallery, New York, New York

Éfhf yf djlzyjq vtkmybwt, 1997
Vfckj yf kmyzyjv gjkjnyt, 106,7 ö 86,4 cv
C hfphtitybz ufkthtb Lb-Cb Veh, u. Ymñ-Qjhr
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Sudden Rainbow, 2001
Oil on linen, 60 x 70 in. 

Courtesy of DC Moore Gallery, New York, New York

Dytpfgyfz hfleuf, 2001
Vfckj yf kmyzyjv gjkjnyt, 152,4 ö 177,8 cv
C hfphtitybz ufkthtb Lb-Cb Veh, u. Ymñ-Qjhr
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