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Welcome

My wife, Donna, and I have collected folk art representa-
tions of Adam and Eve (personal heroes of ours!) for a 
number of years. The Garden of Eden is said to have 
been located – if it ever did exist – somewhere in this 
part of the world. When we started thinking about what 
sort of art we might take to Yerevan, it was an easy deci-
sion to arrive at the theme of American folk art depicting 
Old Testament stories.

As we studied Armenia, we found out that Armenians 
traditionally have claimed that they are the descendants 
of Japheth, one of the sons of Noah. According to 
Genesis, Noah’s ark came to rest atop Mt. Ararat, the 
mountain held sacred by Armenians, which, although it is 
located in present-day Turkey, is clearly visible on a good 
day from our new chancery in Yerevan.

Then ART in Embassies Program curator Virginia 
Shore introduced us to an American vernacular artist 
with whom we were not familiar: Earl Cunningham 
(1893-1977). The more we saw of his works, many of 
them featuring bucolic American scenes with sailing 
craft, farm houses, sea-birds, and trees, the more we 
were captivated by the simple charm of his unschooled 
approach to the American coastal landscape: some have 
called it an “American Eden.” A retrospective devoted to 
Earl Cunningham’s works will be part of the Smithson-
ian American Art Museum’s grand reopening celebration 
in 2007, marking the first time that the museum has pre-
sented a one-man show of work by a folk artist. 

To complete the exhibition that you will see here in the 
Residence, there are other examples of American folk 
art: an Adam and Eve sampler from the first half of the 
nineteenth century, a Bible history quilt from the 1930s, 
a Noah’s ark by Luis Tapia, an Hispanic artist from the 
American Southwest, and a fanciful conception of Jacob’s 
dream by Malcah Zeldis. There is also an illuminated fish 
sculpture by Frank Gehry. 

We are grateful to Virginia Shore, associate curator Sally 
Mansfield, ART publications editor Marcia Mayo, and 
especially to Marilyn and Michael Mennello, who dis-
covered Earl Cunningham and have generously loaned 
the works on display here, and to everyone else who 
made this exhibition possible. Special thanks also to Eric 
Wood, an art lover on the staff of the U.S. Embassy here, 
who helped us install the exhibition and lent items from 
his own holdings of Armenian art before it arrived; and 
to Emily and Aaron Sherinian, who have generously lent 
us their Adam and Eve by Kayts Vanekian. 

Ambassador and Mrs. John M. Evans 

Yerevan
September 2005
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Æ£ÂØÛ©´

àÈ ØÛ ïß ùï´ ÜØ´´Å´ ÌÅÔï´âÔ ≠ÅÔØÛ´Åù üÅÎÅ

˜âó â´˜ ÄáÅßï´ ØÛ àÎÅ©ï´ „ÅÌùâÔØ£ ìØ£ØÎÔ

áÅùÅ´ ÅÔÎâÈÌï ÖØÔõâÔ: ÄÈØÛß â´, ØÔ àáâßè, 

âëâ âÔÉ∞ç ÖØ©ØÛë©ØÛ´ ç ØÛ´âÒâó, Å„Å ÖÌ´Îâó 

ç Å≠ôÅÔüï Å©È ßÅÈØÛß: ÆÛ âÔÉ ßâ´˜ ßÌÅõØÛß 

çï´˜, ëâ ï´· ÅÔÎâÈÌï ÖØÔõâÔ â´˜ ÌÅ´âóØÛ ßâÔ 

üâÌ àÔ∞Å´, ØÔØ≠ØÛß ùÅ©ÅÒ´âóè üâ≠Ì çÔ. ßâ´˜ 

ØÔØ≠âÒï´˜ ûÅ©ÅÈÌÅ´ ÉâÔâó ûï´ úÌÅùÅÔÅ´ï 

ëâßÅ´âÔØÎ ùÅÌÅÔÎÅõ ÅßâÔïù©Å´ ìØ£ØÎÔáÅ

ùÅ´ ÅÔÎâÈÌï ÖØÔõâÔ:

àÔÉ ßâ´˜ ØÛÈØÛß´ÅÈïÔØÛß çï´˜ ûÅ©ÅÈÌÅ´ï 

„ÅÌßØÛë©ØÛ´è, „ÅÔãâÒï´˜, ØÔ üÅ©âÔ´ ïÔâ´Ò 

üÅßÅÔØÛß â´ ™Ø©ï ØÔáï ûÅ„âÌï ìÅÁÅ´Ö´âÔè: 

éÈÌ «ÑïÔ˜ ö´´áØÒï» ™Ø©Å´ ÌÅ„Å´è üÅ´ÖÔ

ÎÅ´âó ç ÄÔÅÔÅÌ óâÁÅ´ ÖÅÖÅëï´, ØÔè üÅ©âÔï 

üÅßÅÔ ÈØÛÔÉ óâÁ ç üÅßÅÔÎØÛß: ÄÔÅÔÅÌ óâÁè 

´âÔùÅ©ØÛßÈ ÖÌ´ÎØÛß ç êØÛÔ˜ïÅ©ï ÌÅÔÅõ˜ØÛß 

ÈÅùÅ©´ „ÅÔã ˘ÔâÔï´ àÔ∞Å´ØÛß Ä¶™ ´ØÔ áâÈ

„Å´ÅÌ´ïÒ Å©´ óÅÎ âÔ∞ØÛß ç:

ÄÔÎâÈÌè áâÈ„Å´ÅÌ´âÔØÛß» õÔÅÖÔï üÅßÅ

ùÅÔÖØ£ ÍïÔÂï´ïÅ ¨ØÔè ßâã ´âÔùÅ©ÅÒÔâÒ 

ÅßâÔïù©Å´ ßï ´ùÅÔ·ï` åÔó ˆÅ´ï´Öüâßï (1893–

1977) ÖØÔõâÔè: Ä©á ´ùÅÔ·ï ÖØÔõâÔï´ ßâ´˜ õÅ´Øë 

·çï´˜: ÏâÈ´âóØÎ ´ÔÅ Å≠ôÅÌÅ´˜´âÔè, ØÔÌâ£ 

ÅÁÅ´°´Åùï Ìâ£ çï´ ÖÔÅÎØÛß ÅßâÔïù©Å´ 

Ö©ØÛ£ÅùÅ´ „ÅÌùâÔ´âÔè` ÅÁÅÖÅÈÌÅ´ÅÎâÔØÎ, 

ÅÖÅÔÅù´âÔØÎ, õØÎÅ©ï´ ëÁ·ØÛ´´âÔØÎ, õÅÁâÔØÎ, 

ßâ´˜ üâÌãüâÌâ ÅÎâóï ØÛ ÅÎâóï çï´˜ ãßÅ©óÎØÛß 

ï´˜´ØÛÈ Å©È ´ùÅÔ·ï ÎÔ°´ï´ „ÅÌùÅ´Ø£ 

ÅßâÔïù©Å´ ÅıÅßâÔ° ÎÅ©ÔâÔï „ÅÔã „ÅÌùâÔ´â

ÔØÎ: ÆßÅ´˜ Å©´ Å´ÎÅ´ØÛß â´ ÅßâÔïù©Å´ âáâß: 

åÔó ˆâ´ï´Öüâßï ÅÔÎâÈÌï ÖØÔõâÔï ÅßÉØ£ÂÅ

ùÅ´ üÅÎÅ˜ÅõØÛï ÒØÛÒÅáÔØÛßè óï´âóØÛ ç 2007ë. 

ÄßâÔïù©Å´ ÅÔÎâÈÌï ËßïëÈØ´©Å´ ëÅ´ÖÅÔÅ´ï 

üÅ´áïÈÅÎØÔ ÎâÔÅÉÅÒßÅ´ ßïÂØÒÅÁØÛß´âÔïÒ 

ßâùè, ØÔè ëÅ´ÖÅÔÅ´ï „ÅÌßØÛë©Å´ ßâÂ ùóï´ï 

ÅÁÅÂï´ áâ„˜è, âÔÉ ÒØÛÒÅüÅ´áâÈØÛß ùóï´â´ 

ßïÅ©´ ßâù ìØ£ØÎÔáÅùÅ´ ´ùÅÔ·ï ÖØÔõâÔ:

«Ä©ÈÌâ£ ´ÈÌÅÎÅ©Ôï üÅÎÅ˜ÅõØÛØÛß ´âÔÅÁÎÅõ 

â´ ÅßâÔïù©Å´ ìØ£ØÎÔáÅùÅ´ ÅÔÎâÈÌï Å©ó ÖØÔ

õâÔ ∞È. ÄáÅßï ØÛ àÎÅ©ï ÅÈâ£´ÅÖØÔõ „ÅÌùâÔ 

„ÅÌÔÅÈÌÎÅõ 19Ôá áÅÔï ÅÁÅÂï´ ùâÈï´, ÄÎâ

ÌÅÔÅ´ï „ÅÌßÅùÅ´ ëâßÅ©ØÎ ßÖáÅùÅõ ÎâÔ

ßÅù (1930ë.), ÄßâÔïùÅ©ï üÅÔÅÎÅÔ∞ßÌ©Å´ É´Å

ùÅÎÅ©ÔâÔïÒ ÈâÔÅõ óÅÌï´ÅßâÔïù©Å´ õÅÖØÛßØÎ 

´ùÅÔï· ñØÛïÈ êÅ„ïÅ©ï «™Ø©Å´ ÌÅ„Å´è» ∞ 

¶Åó˜Å äâóáïÈï «ûÅùØÉï âÔÅãè» âÔ∞ÅùÅ©ÅùÅ´ 

„ÅÌùâÔè: ™âÔÅÁÎÅõ ç ´Å∞ ˙Ôâ´˜ ÑâüÔïï 

°ù´âÔï óØÛÈÅÎØÔÎØ£ ˜Å´áÅùè:

¶â´˜ âÔÅôÌÅ„ÅÔÌ â´˜ ÍïÔÂï´Å ¨ØÔï´, 

´ÔÅ Ìâ£ÅùÅó Ëâóï ¶â´È˚ïóáï´, ÅÔÎâÈÌï ÖØÔ

õâÔï ßÅÈï´ üÔÅÌÅÔÅùØÛë©ØÛ´´âÔï ôßÉÅÖïÔ 

¶ÅÔÒïØ ¶Å©Ø©ï´ ØÛ üÅÌùÅ„âÈ ¶âÔóï´ ∞ 

¶Å©˜ó ¶â´âóØ´âÔï´, ØÔØ´˜ üÅ©Ì´ÅÉâÔâÒï´ 

ØÛ ÒØÛÒÅáÔØÛë©Å´ üÅßÅÔ ÌÔÅßÅáÔâÒï´ åÔó 

ˆâ´ï´Öüâßï ÖØÔõâÔ´, ï´·„âÈ ´Å∞ ÉØóØÔ ß©ØÛÈ 

Å´°Å´Ò, ØÎ˜âÔ ïÔâ´Ò ´âÔáÔØÛß´ â´ ØÛ´âÒâó Å©È 

Å≠ôÅÌÅ´˜´âÔØÛß: ûÅÌØÛù ≠´ØÔüÅùÅóØÛë©ØÛ´ 

âß üÅ©Ì´ØÛß ÅÔÎâÈÌï ÈïÔÅüÅÔ ØÛ áâÈ„Å´Å

ÌÅ´ Å≠ôÅÌÅùïÒ åÔïù ÍØÛáï´, ØÔ´ ˘Ö´âó ç 

ÅÔÎâÈÌï ÖØÔõâÔè Ìâ£ÅáÔâóØÛ üÅÔÒØÛß, ïÈù 

ßï´· áÔÅ´Ò àÔ∞Å´ üÅÈ´âóè ´ÈÌÅÎÅ©Ôï´ 

ÌÔÅßÅáÔâó çÔ üÅ©ùÅùÅ´ ÅÔÎâÈÌï ÖØÔõâÔ: 

ûÅÌØÛù ≠´ØÔüÅùÅóØÛë©ØÛ´ ´Å∞ åßïóï ∞ ÄüÅ

ÔØ´ ¨âÔï´©Å´´âÔï´, ØÔØ´˜ ÒØÛÒÅáÔßÅ´ üÅßÅÔ 

ÌÔÅßÅáÔâó â´ úÅ©õ ÍÅ´â˜©Å´ï «ÄáÅß´ ØÛ 

àÎÅ´» ùÌÅÎè:

ÜâÈ„Å´ åÎÅ´È ∞

Ìïùï´ åÎÅ´È

àÔ∞Å´

Èâ„ÌâßÉâÔ, 2005
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The ART in Embassies Program

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

Modestly conceived in 1964, ART has evolved into a 
sophisticated 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 the U.S. 
ambassadors, assisting them in multi-functional outreach 
to the host country’s educational, 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 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 accomplish-
ments 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.
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«ÄÔÎâÈÌï ÖØÔõâÔ áâÈ„Å´ÅÌ´âÔØÛß» 

õÔÅÖïÔè ÅÔÎâÈÌï, áïÎÅ´ÅÖïÌØÛë©Å´, 

˜Å£Å˜ÅùÅ´ØÛë©Å´ ∞ ß≠ÅùØÛ©ëï ßï ©ØÛÔ˘Ôï

´Åù ßïÅ°ØÛóØÛß ç: Ä´ùÅô ßïÂÅÎÅ©ÔïÒ, 

Ø•ïÒ ∞ ´©ØÛëïÒ, ÅÔÎâÈÌè üÅ£ëÅüÅÔØÛß 

ç óâãÎÅùÅ´ ÅÔÖâó˜´âÔè ∞ ùÅÌÅÔØÛß ïÔ 

ÅÁÅ˜âóØÛë©ØÛ´è` ÅÔÎâÈÌï ßïÂÅãÖÅ©ï´ 

óâãÎï ßïÂØÒØÎ ÈÌâ£õØÛß âÔùôØÈØÛë©Å´ 

ü´ÅÔÅÎØÔØÛë©ØÛ´, ØÔè üÅ´ÖâÒ´ØÛß ç ıØôÅ

áÅÔ° üÅÔÖÅ´˜ï ∞ ıØôèßÉÁ´ßÅ´:

ËùïãÉ ÅÁ´âóØÎ 1964 ëÎÅùÅ´ï´, Å©È áïÎÅ

´ÅÖïÌÅùÅ´ ´ÅôÅ°âÁ´ØÛë©ØÛ´è ÎâÔÅ•âó ç 

üÅÔØÛÈÌ ùâ´ÈÅıØÔ° °âÁ˜ ÉâÔÅõ õÔÅÖÔï, 

ØÔè ùÅãßÅùâÔ„ØÛß ∞ ÒØÛÒÅáÔØÛß ç ¶ïÅÒ©Åó 

™ÅüÅ´Ö´âÔï ˜Å£Å˜ÅÒï´âÔïÒ ıØôÅÁ´ÎÅõ 

3500 É´ÅÖïÔ ÅÔÎâÈÌï ÖØÔõâÔ: Ä≠ôÅÌÅ´˜

´âÔè ÒØÛÒÅáÔÎØÛß â´ ßØÌ 180 Ä¶™ áâÈ„Å´

´âÔï ´ÈÌÅÎÅ©ÔâÔØÛß ∞ Å≠ôÅÔüØÛß Ä¶™ 

ÉØóØÔ áïÎÅ´ÅÖïÌÅùÅ´ ÅÁÅ˜âóØÛë©ØÛ´´âÔï 

ÈÔÅü´âÔØÛß: Ä©È ÒØÛÒÅüÅ´áâÈ´âÔè, ïÔâ´Ò 

ÉÅãßÅãÅ´ ëâßÅ´âÔØÎ ∞ ÉØÎÅ´áÅùØÛë©ÅßÉ, 

óÁâó©Å©´, ÈÅùÅ©´ üÅßØãï· ùâÔ„ØÎ ´âÔ

ùÅ©ÅÒ´ØÛß â´ ìØ£ØÎÔáÅÎÅÔØÛë©Å´ ßâÔ 

Åßâ´ÅùÅÔ∞ØÔ ∞ ÖóôÅÎØÔ ÈùãÉØÛ´˜è` 

ÅÔÌÅüÅ©ÌÎâóØÛ ÅãÅÌØÛë©ØÛ´è: ¶ïÅÒ©Åó 

™ÅüÅ´Ö´âÔï áâÈ„Å´´âÔï üÅßÅÔ ´ùÅÔ

´âÔè ü„ÅÔÌØÛë©Å´ ßâõÅÖØÛ©´ Å£É©ØÛÔ â´ 

üÅ´áïÈÅ´ØÛß ∞ ßï∞´ØÛ©´ ìÅßÅ´Åù ˘Ö´ØÛß 

â´ ´ÔÅ´Ò üÅÈØÛ óï´âó ü©ØÛÔè´ùÅóØ£ âÔùÔï 

ùÔëÅùÅ´, ß≠ÅùØÛëÅ©ï´, Éïã´âÈï ∞ áïÎÅ´Å

ÖïÌÅùÅ´ üÅßÅ©´˜ï ÉÅãØÛß ô´áïÔ´âÔï´:

öÔÅÖÔï ≠ÔÂÅ´Åù´âÔØÛß ÒØÛÒÅáÔÎØ£ 

ÅÔÎâÈÌï ÖØÔõâÔè „ÅÔØÛ´ÅùØÛß â´ °∞ï ∞ 

Ø•ï ÉÅãßÅ„ïÈï ´ßØÛ≠´âÔ` ÈùÈÅõ 18Ôá áÅÔï 

„ÅÌßÅùÅ´ ìÅßÅ´ÅùÅ≠ÔÂÅ´ï „ÅÌùâ

ÔÅ´ùÅÔ·ØÛë©ØÛ´ïÒ ßï´·∞ ìÅßÅ´ÅùÅùïÒ 

ÉÅÖßÅÌÅÔÔ üÅßÅáÔØÛë©ØÛ´âÔè: ÜÔÅ´˜ 

ÅÁÅÌÅ°âÁ´ØÔâ´ ÌÔÅßÅáÔÎØÛß â´ ¶ïÅÒ©Åó 

™ÅüÅ´Ö´âÔï ëÅ´ÖÅÔÅ´´âÔï, „ÅÌùâÔÅÈ

ÔÅü´âÔï, ´ùÅÔï·´âÔï, ÉÅÔ°ÔÅÖØÛ©´ üÅÈ

ÌÅÌØÛë©ØÛ´´âÔï ∞ ùØÔ„ØÔÅÒïÅ´âÔï, ï´·„âÈ 

´Å∞ Å´üÅÌÅùÅ´ üÅÎÅ˜ÅõØÛ´âÔïÒ: Äßâ´ 

ÌÅÔï üÅãÅÔÅÎØÔ ü©ØÛÔâÔ ü´ÅÔÅÎØÔØÛë©ØÛ´ 

â´ ØÛ´â´ØÛß •Å´Å·âó ßâÔ ÅãÖï „ÅÌßØÛë©ØÛ´è, 

ÈØÎØÔØÛ©ë´âÔè, ÅÔìâ˜´âÔè ∞ ØÖï´, ÅÁÅÂï´ 

üâÔëï´ ˘ÖÌÎâóØÎ ßïÂÅãÖÅ©ï´ üÅ£ØÔáÅù

ÒØÛë©Å´ Åßâ´ÅüÅ©Ì´ï óâãÎïÒ` ÅÔÎâÈÌïÒ:

«ÄÔÎâÈÌï ÖØÔõâÔ áâÈ„Å´ØÛë©ØÛ´´âÔØÛß» 

õÔÅÖïÔè „ÅÌïÎ ØÛ´ï ÅÁÅÂ´ØÔáâó Å©È 

ßïÂÅÖÅ©ï´ ÂÅ´˜âÔè` ˘ÖÌÅÖØÔõâóØÎ 

¶ïÅÒ©Åó ™ÅüÅ´Ö´âÔï ÅÔÎâÈÌÅÖâÌ

´âÔï ÖØÔõâÔè: ¶â´˜ °âã üÔÅÎïÔØÛß â´˜ 

Å©Òâóâó õÔÅÖÔï http://aiep.state.gov ï´ÌâÔ´â

ÌÅ©ï´ çÂè, ØÔÌâ£ áØÛ˜ ùÖÌ´â˜ Å≠ôÅÔüØÛß 

ùÅãßÅùâÔ„ÎÅõ ÉØóØÔ ÒØÛÒÅüÅ´áâÈ

´âÔï ï´ÌâÔ´âÌÅ©ï´ ˘Ôï´Åù´âÔè: 

ÄÔÎâÈÌï ÖØÔõâÔ áâÈ„Å´ÅÌ´âÔØÛß
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“Life is simple and fun if you let it be.” 
– Earl Cunningham, 1969

Earl Cunningham, a self-taught painter who worked 
mostly in Maine and Florida from about 1909 until his 
death in 1977, was born in 1893 in Edgecomb, Maine, 
near Boothbay Harbor. His antecedents, of Scottish 
descent, had emigrated by way of Nova Scotia and 
established themselves in Maine as farmers in the early 
nineteenth century. Cunningham left home in 1906, at 
the age of thirteen, to make his own way in the world 
as a tinker and peddler. However, he returned to live in 
Boothbay Harbor for part of each year until 1937. By 
1901 he was painting fanciful views of ships and farms 
on panels of salvaged wood and selling them for fifty 
cents each. He had also begun to embark on nautical 
adventures, sailing around New York and up the Hudson 
River, and studying coastal navigation in order to obtain 
the license that enabled him to work as a harbor and 
river pilot in 1912. Before World War I, Cunningham 
sailed four- and five-masted schooners carrying coal and 
other cargo along the East Coast from Maine to Florida. 
These experiences, along with family stories about the 
sea, provided material for his later marine paintings. 
These works memorialize his personal experiences 
and celebrate the survival of the shipping industry, 
chronicling the passing of commercial shipping and 
the rising popularity of sport sailing in brightly colored 
visions from his mind’s eye.

In 1915 Cunningham married Ivy Moses (Maggie) and 
bought a thirty-five foot cabin cruiser. The couple first 
visited Saint Augustine, Florida, which later became 
the artist’s home, and until 1940 they divided their 
time between Florida and Maine. While Cunningham 
continued to paint, the couple made a living digging for 
Indian relics, farming, running a sawmill, and selling 
crabs and coral. By 1940 a divorced Cunningham had 
decided to create a museum to exhibit a thousand of 
his paintings, and in 1949 he established the Over-Fork 
Gallery on Saint George Street in Saint Augustine, 
selling antiques and odds and ends and displaying his 
own work in an adjacent gallery. The so-called “crusty 
dragon of Saint George Street” showed and sold his 
work only reluctantly, labeling many paintings “not for 
sale.” He gradually came to the attention of collectors, 
however, and the enthusiasm of a particular collector, 
Marilyn Logsdon Wilson Mennello, secured him his first 
one-man show in 1970 at the Loch Haven Art Center 
in Orlando (now the Orlando Museum of Art). In 1974 
more than two hundred of his paintings were included 
in an exhibition at the Museum of Arts and Sciences in 
Daytona Beach, Florida, and in 1976 Cunningham noted 
that he had 405 works “on hand” – on the way to one 
thousand. Despite this increasing recognition and his 
own prolific production, Cunningham committed suicide 
December 29th, 1977. Today his work has accrued both 
critical and scholarly acclaim.

Earl Cunningham (1893-1977)
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«ú©Å´˜è „ÅÔã ç ØÛ üÅ•âóï, âëâ ßïÅ©´ 

ëØ£´â˜, ØÔ Å©´ Å©á„ïÈï´ óï´ï»: 

åÔó ˆÅ´ï´Öüâß, 1969ë.

î´˜´ØÛÈ ´ùÅÔï· åÔó ˆÅ´ï´Öüâßè üïß´Å

ùÅ´ØÛß Å„Ôâó ∞ ÈÌâ£õÅÖØÔõâó ç ¶â©´ØÛß ØÛ 

˙óØÔïáÅ©ØÛß 1909 ëÎÅùÅ´ïÒ ßï´·∞ ïÔ ßÅüè` 1977 

ëÎÅùÅ´è: ™Å õ´Îâó ç 1893 ëÎÅùÅ´ï´ ¶â©´ï 

´ÅüÅ´Öï ÇØÛëÉâ© ´ÅÎÅüÅ´ÖÈÌïÒ Ø· üâÁØÛ 

ÖÌ´ÎØ£ åáÂùØß É´ÅùÅÎÅ©ÔØÛß: ™ÔÅ ≠ØÌóÅ´

áÅùÅ´ õÅÖØÛßØÎ ´Åô´ï´âÔè ™ØÎÅ ËùØÌïÅ©ï 

•Å´Å„ÅÔüØÎ ÅÔÌÅÖÅ£ëâó ØÛ É´ÅùØÛë©ØÛ´ 

çï´ üÅÈÌÅÌâó ¶â©´ ´ÅüÅ´ÖØÛß 19Ôá áÅÔï 

ÈùãÉ´âÔï´: ™ÔÅ´˜ ãÉÅ£ÎØÛß çï´ Ö©ØÛ£ÅÌ´

ÌâÈØÛë©ÅßÉ: 1906 ëÎÅùÅ´ï´ ˆÅ´ï´Öüâßè üâÁÅ

ÒÅÎ Ì´ïÒ` ïÔ ÉÅôÌè ØÔØ´âóØÛ: ™Å ãÉÅ£ÎØÛß 

çÔ ≠ÔÂïù ßÅ´ÔÅÎÅ•ÅÁØÛë©ÅßÉ: Ä©´ØÛüÅ´

áâÔ°, ßï´·∞ 1937 ëÎÅùÅ´è ´Å Åßâ´ ÌÅÔï 

ÎâÔÅáÅÁ´ØÛß çÔ ÇØÛëÉâ© ´ÅÎÅüÅ´ÖïÈÌ ØÛ 

ÌÅÔÎÅ ßï ßÅÈ´ Å´ÒùÅÒ´ØÛß Å©´Ìâ£: ÄÔáâ´ 

1901 ëÎÅùÅ´ï´ ´Å ıÅ©Ìï ùÌØÔÌÅ´˜´âÔï 

ÎÔÅ ´ùÅÔØÛß çÔ ´ÅÎâÔ, Öâ£âÒïù „ÅÌùâÔ´âÔ 

ÅÖÅÔÅùïÒ ØÛ áÔÅ´˜ 50 Òâ´ÌØÎ ÎÅ•ÅÁØÛß: 

™ÔÅ´ üÔÅ„ØÛÔØÛß çï´ ´Å∞ õØÎÅ©ï´ ÅÔùÅõ

´âÔè, ØÛ ´Å ´ÅÎÅÔùØÛß çÔ ™©ØÛ ®ØÔ˜ï ≠ØÛÔÂ 

ØÛ ûØÛáãØ´ ÖâÌØÎ ØÛ ÈØÎØÔØÛß çÔ ßâÔ°Åı´©Å 

´ÅÎÅÔùØÛë©Å´ ÖÅ£Ì´ï˜´âÔè, ØÔ„âÈãï ÈÌÅ

´ÅÔ ´ÅÎÅÎÅÔï ÅÔÌØ´ÅÖïÔ, ï´·è ´ÔÅ´ 

üÅÂØ£ÎâÒ 1912 ëÎÅùÅ´ï´: ™Åô˜Å´ ÅÁÅÂï´ 

Å≠ôÅÔüÅßÅÔÌè ˆÅ´ï´Öüâßè ÎÅÔØÛß çÔ 

˜ÅÁÅùÅ©ß ùÅß ü´ÖÅùÅ©ß ÉâÁ´Å´ÅÎâÔ, ØÔØ´˜ 

ÅÔ∞âó©Å´ Åıï âÔùÅ©´˜ØÎ ¶â©´ïÒ ˙óØÔïáÅ çï´ 

Ìâ£ÅıØôØÛß ÅõØÛô ØÛ Å©ó ÉâÁ´âÔ: Ä©È Å≠ôÅ

ÌÅ´˜è, ï´·„âÈ ´Å∞ õØÎï ßÅÈï´ è´ÌÅ´âùÅ´ 

„ÅÌßØÛë©ØÛ´´âÔ´ ØÛ üï≠Ø£ØÛë©ØÛ´´âÔè üïß˜ 

üÅ´áïÈÅÒÅ´ ´ÔÅ ÅÎâóï ØÛ≠ ≠ÔÂÅ´ï õØÎÅ´ùÅÔ

´âÔï üÅßÅÔ: ™ÔÅ õØÎÅ´ùÅÔ´âÔ´ ÅÔÌÅÒØóØÛß 

â´ ´ÔÅ Å´°´ÅùÅ´ ıØÔ°´ ØÛ üÅ´áïÈÅ´ØÛß 

â´ ´ÅÎÅÔá©ØÛ´ÅÉâÔØÛë©Å´ ©ØÛÔÅüÅÌØÛù 

ìÅßÅ´ÅùÅÖÔØÛë©ØÛ´` ï ÒØÛ©Ò á´âóØÎ ùØßâÔÒ

ïØ´ ´ÅÎÅÎÅÔØÛë©Å´ Å´ùØÛß´ ØÛ È„ØÔÌÅ©ï´ 

ÅÁÅÖÅÈÌÅ´ÅÎâÔï ÎâÔâó˜è, ØÔØ´˜ üÅßâß

ÎÅõ â´ ´ÔÅ ÖØÛ´ÅÖâ£ ßÌÅüÅ£ÅÒØÛß´âÔØÎ:

1915 ëÎÅùÅ´ï´ ˆÅ´ï´Öüâß´ ÅßØÛÈ´ÅÒÅÎ 

Ä©Îï ¶ØãâÈï (¶ÅÖïï) üâÌ ØÛ Ö´âÒ 10 ßâÌÔ 

âÔùÅÔØÛë©ÅßÉ ãÉØÈÅ´ÅÎ` ´ÅÎÅôÒØÎ: 

ÄßØÛÈï´´âÔè ´Åô Å©ÒâóâÒï´ ˙óØÔïáÅ©ï 

´ÅüÅ´Öï Ëâ´Ì ÄØÛÖØÛÈÌï´ É´ÅùÅÎÅ©Ôè, 

ØÔè üâÌØ áÅÔ°ÅÎ ´ùÅÔ·ï ÌØÛ´è, ïÈù ßï´·∞ 

1940 ëÎÅùÅ´è ´ÔÅ´˜ ìÅßÅ´Åùï ßï ßÅÈ´ 

Å´ÒùÅÒ´ØÛß çï´ ¶â©´ØÛß, ß©ØÛÈ ßÅÈ´ çó ˙óØÔï

áÅ©ØÛß: ˆÅ´ï´Öüâßè ≠ÅÔØÛ´ÅùØÛß çÔ ´ùÅ

Ôâó, ÈÅùÅ©´ è´ÌÅ´ï˜ï õÅôÈâÔ´ üØÖÅóØÛ 

üÅßÅÔ ´ÔÅ´˜ ü´áùÅÒïÅùÅ´ ßÅÈØÛ´˜´âÔ çï´ 

„â£ØÛß, ãÉÅ£ÎØÛß çï´ Ö©ØÛ£ÅÌ´ÌâÈØÛë©ÅßÉ, 

È£ØÒÅÔÅ´ ØÛ´âï´ ØÛ ÎÅ•ÅÁØÛß çï´ õØÎÅ

ôâÒÖâÌï´´âÔ ØÛ ßÅÔÂÅ´´âÔ: 1940 ëÎÅùÅ´ï´ 

ÅßØÛÈ´ÅóØÛõÎâóØÎ` ˆÅ´ï´Öüâßè ØÔØ≠âÒ ëÅ´

ÖÅÔÅ´ üïß´âó, ØÔÌâ£ ùÒØÛÒÅáÔâÔ üÅãÅÔ üÅÌ 

´ùÅÔ, ïÈù 1949 ëÎÅùÅ´ï´ ´Å üïß´âÒ ¯ÎâÔ 

˙ØÔ˜ „ÅÌùâÔÅÈÔÅüè Ëâ´Ì ÄØÛÖØÛÈÌï´ï ËÉ. 

ÑâØÔÖ ıØ£ØÒï ÎÔÅ: Ä©ÈÌâ£ ´Å ßÅ´ÔßØÛ´Ô 

ÉÅ´âÔ çÔ ÎÅ•ÅÁØÛß, ü´ØÛë©ØÛ´´âÔ, ïÈù ùïÒ 

ÈÔÅüØÛß ÒØÛÒÅáÔØÛß çÔ ïÔ Å≠ôÅÌÅ´˜´âÔè: 

ËÉ. ÑâØÔÖ ıØ£ØÒï Å©È„âÈ ùØ·ÎÅõ «ßÁÅ©ó ØÛ 

ôØìØÁ üÈùÅ´» áìùÅßØÛë©ÅßÉ çÔ ÒØÛÒÅáÔØÛß ØÛ 

ÎÅ•ÅÁØÛß ïÔ ÖØÔõâÔè, ïÈù áÔÅ´ÒïÒ ≠ÅÌâÔï 

ÎÔÅ ıÅùÒÎÅõ çÔ «‡ï ÎÅ•ÅÁÎØÛß» „ïÌÅùè: 

ÄÈÌï•Å´ÅÉÅÔ ´Å üÅ©Ì´ÎâÒ ùØóâùÒïØ´âÔ´âÔï 

ØÛ≠ÅáÔØÛë©Å´ ùâ´ÌÔØ´ØÛß, ïÈù ùØóâùÒïØ´âÔ 

¶âÔóï´ ñØÖÈáØ´ ÍïóÈØ´ ¶â´âóØ©ï ≠´ØÔüïÎ 1970 

ëÎÅùÅ´ï´ ¯ÁóÅ´áØ©ï ñØô ûâ©Îâ´ ÅÔÎâÈÌï 

ùâ´ÌÔØ´ØÛß (Å©ìß` ¯ÁóÅ´áØ©ï ÅÔÎâÈÌï ëÅ´

ÖÅÔÅ´) ÉÅÒÎâÒ ´ÔÅ Å´üÅÌÅùÅ´ ÒØÛÒÅ

üÅ´áâÈè: 1974 ëÎÅùÅ´ï´ ´ÔÅ ÅÎâóï ˜Å´ 

200 ÖØÔõâÔ ÒØÛÒÅáÔÎØÛß çï´ ÜÅ©ëØ´Å Çï·ï 

(˙óØÔïáÅ©ï ´ÅüÅ´Ö) ÄÔÎâÈÌï ØÛ ÖïÌØÛë©Å´ 

ëÅ´ÖÅÔÅ´ØÛß, ïÈù 1976 ëÎÅùÅ´ï´, ´ÔÅ ïÈù 

ôØÈ˜âÔØÎ, ´ÔÅ´ ß´ØÛß çÔ 405 ÖØÔõ üÅãÅÔï´ 

üÅÈ´âóØÛ üÅßÅÔ: ‡´Å©Åõ üâÌãüâÌâ Å•Ø£ 

•Å´Å·ßÅ´´ ØÛ Éâ£ß´ÅÎØÔ ÖØÔõØÛ´âØÛë©Å´è` 

1977 ëÎÅùÅ´ï áâùÌâßÉâÔï 29ï´ ˆÅ´ï´Öüâ

ßè ï´˜´ÅÈ„Å´ØÛë©ØÛ´ ÖØÔõâÒ: Ä©È˘Ô ´ÔÅ 

ÖØÔõâÔ´ ÅÔìÅ´ÅÒâó â´ ÅÔÎâÈÌÅÖâÌ´âÔï 

ØÛ ˜´´ÅáÅÌ´âÔï ÉÅÔ°Ô Ö´ÅüÅÌÅùÅ´ï´:

åÔó ˆÅ´ï´Öüâß (18931977)
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Green Schooner Portrait (Catalogue #390), c. 1962
Oil on Masonite, 17¾ x 25 in.

úÅ´Å· ´ÅÎ (ùÅÌÅóØÖ #390), 1962
®ØÛ£Å´âÔù ßÅãØ´ïÌï ÎÔÅ, 45,1 x 63,5 Èß

All Earl Cunningham works from the Collection of the Honorable Marilyn L. Mennello and Michael A. Mennello
åÔó ˆÅ´ï´Öüâßï ÉØóØÔ ÖØÔõâÔè ÎâÔÒÎÅõ â´ ¶âÔóï´ ñ. ¶â´âóØ©ï  

ØÛ ¶Å©˜ó Ä. ¶â´âóØ©ï üÅÎÅ˜ÅõØÛïÒ
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The Purple Tower (Catalogue #238), c. 1960
Oil on Masonite, 12 x 24 in.

öïÔÅ´ÅÖØÛ©´ Å≠ÌÅÔÅùè, (úÅÌÅóØÖ #238), 1960
®ØÛ£Å´âÔù ßÅãØ´ïÌï ÎÔÅ, 30,5 x 61 Èß

The Red Roof Inn (Catalogue #249), c. 1960
Oil on Masonite, 13 x 23 ½ in.

úÅÔßïÔ ÌÅ´ï˜ØÎ „Å´áØùè, (ùÅÌÅóØÖ #249), 1960
®ØÛ£Å´âÔù ßÅãØ´ïÌï ÎÔÅ, 33 x 59,7 Èß
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Covered Bridge to Little Island (Catalogue #326), c. 1960
Oil on Masonite, 13 x 23½ in.

úÅßØÛÔÂ áâ„ï ù£ã©Åùè, (úÅÌÅóØÖ #326), 1960
®ØÛ£Å´âÔù ßÅãØ´ïÌï ÎÔÅ, 33 x 59,7 Èß

Peaceful Village (Catalogue #337), c. 1960
Oil on Masonite, 13 x 23½ in.

òÅ£Å£ Ö©ØÛ£Åùè (úÅÌÅóØÖ #337), 1960
®ØÛ£Å´âÔù ßÅãØ´ïÌï ÎÔÅ, 33 x 59,7 Èß
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Frank O. Gehry (born 1929)

Frank Gehry is one of the most sought-after, internation-
ally recognized and prolific architects and designers in 
the world today. His work defies categorization, but has 
become an icon of current architecture with such proj-
ects as the Vitra Museum in Weil am Rhein, Germany; 
the Guggenheim Museum in Bilbao, Spain; the Freder-
ick R. Weisman Art Museum in Minneapolis, Minne-
sota; and the Walt Disney Concert Hall in Los Angeles, 
California. In addition to designing over thirty existing 
buildings, Gehry has distinguished himself with a hand-
ful of furniture designs, created throughout his career. 

After studying architecture at the University of Southern 
California and spending a year at the Harvard Graduate 
School of Design, Gehry established his own architec-
ture office in 1962, in Los Angeles. Ten years into his 
career, Gehry launched the value-based Easy Edge chair 
series constructed from laminated cardboard. However, 
he soon withdrew the Easy Edge chairs from produc-
tion, fearing that his popularity as a furniture designer 
would detract from his reputation as an architect

In the 1980s, Gehry returned to furniture design and 
created his Experimental Edges furniture, again out 
of corrugated and laminated cardboard. The series 
was “art furniture.” The concept was an indication of 
Gehry’s affinity for exploring structural strength and 
form in uncommon materials through mastery of 
engineering, blurring the line between architecture and 
sculpture. One of his repeated forms at this time was 
the fish, which first appeared in his work in 1981. 

He used the subject in lamp designs and bathroom 
interiors, as well as in the swimming pool of his own 
home. In commissioned projects Gehry’s fish appear in 
monumental sculpture, including a collaborative work 
with Richard Serra for the Architectural League of 
New York, and exhibitions at the Walker Art Center, 
Minneapolis, and the Villa Olimpica, Barcelona, Spain. 

In the early 1990s, Gehry continued his experimentation 
with materials, using bent and woven wood to create 
innovative furniture designs. He also designed a series 
of Fish Lamps using “color core” Formica, which are now 
in private and museum collections. For Gehry the fish 
has special significance; it reminds him of his childhood 
when his grandmother stored carp in the bathtub as 
part of the preparation for gefilte fish, a traditional 
Swedish dried cod, served with mustard sauce.

In early 2004, Gehry completed a collaboration to cre-
ate a dynamic new aluminum chair that blends strength 
with fluidity and comfort by gently moving with the 
sitter. It illustrates Gehry’s architectural fascination 
with aluminum as both structure and skin and his 
proficiency in meshing components of engineering and 
design to create innovative, user-friendly furniture. In 
both architecture and furniture, Gehry’s unique vision 
and original use of materials have distinguished his 
career and earned him numerous prestigious prizes 
and awards, including the Pritzker Prize in 1989.

www.dwr.com  • www.askart.com
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˙Ôâ´˜ ¯. ÑâüÔï (õ´Î. 1929)

˙Ôâ´˜ ÑâüÔï´ Å©È˘Ô ßâõ ßïÂÅãÖÅ©ï´ 

•Å´Å·ØÛß ØÛ´âÒØ£ •ÅÔÌÅÔÅ„âÌ ØÛ áïãÅ©

´âÔ ç: ™ÔÅ Å≠ôÅÌÅ´˜´âÔØÛß ßâÔìÎØÛß ç 

áÅÈâÔï ÈÅüßÅ´ØÛßè, ÈÅùÅ©´ ´Å ÅÁÅ´°

´Å´ØÛß ç ïÔ ØÛÔØÛ©´ •ÅÔÌÅÔÅ„âÌÅùÅ´ 

óØÛõØÛß´âÔØÎ, ØÔØ´˜ ßâ´˜ ÌâÈ´ØÛß â´˜ 

üÅ´°ï´È ÑâÔßÅ´ïÅ©ï ÍÅ©óÅßÊÅ©´ ˜Å£Å˜ï 

«ÍïÌÔÅ» ëÅ´ÖÅÔÅ´ï, îÈ„Å´ïÅ©ï ÇïóÉÅØ 

˜Å£Å˜ï «ÑØÛÖâ´üÅ©ß» ëÅ´ÖÅÔÅ´ï, ¶ï´â

ÈØÌÅ©ï ¶ï´âÅ„ØóïÈ ˜Å£Å˜ï ˙ÔâáâÔïù 

ÍÅ©ÈßÅ´ï Å´ÎÅ´ ÅÔÎâÈÌï ëÅ´ÖÅÔÅ´ï 

∞ úÅóï˚ØÔ´ïÅ©ï ´ÅüÅ´Öï ñØÈ Ä´ÂâóâÈ 

˜Å£Å˜ï «√ØóÌ ÜïÈ´â©» üÅßâÔÖÅÈÔÅüï: 

™ÔÅ ´ÅôÅÖõâÔØÎ ùÅÁØÛÒÎÅõ ÅÎâóï ˜Å´ 

30 ≠ï´ØÛë©ØÛ´´âÔïÒ ãÅÌ ÑâüÔï´ Å·˜ï ç 

è´ùâó ´Å∞ ùÅüØÛ©˜ï áïãÅ©´ï ÅÈ„ÅÔâãØÛß:

ûÅÔÅÎÅ©ï´ úÅóï˚ØÔ´ïÅ©ï •ÅÔÌÅÔÅ„âÌÅ

ùÅ´ ˚ÅùØÛóÌâÌ´ ÅÎÅÔÌâóØÛÒ, Å„Å ßâù 

ÌÅÔï ûÅÔÎÅÔáØÛß áïãÅ©´âÔÅùÅ´ ÖØÔõï 

˚ÅùØÛóÌâÌØÛß ØÛÈÅ´âóØÛÒ üâÌØ ÑâüÔï´ 

1962ë. ñØÈ Ä´ÂâóâÈØÛß üïß´âÒ ïÔ •ÅÔÌÅÔÅ„â

ÌÅ´ÅôÅÖõÅ©ï´ ÖÔÅÈâ´©Åùè: ÏÅÈè ÌÅÔï 

Å´Ò ´ÔÅ ´ÅôÅÖõØÎ ÈùÈâÒï´ ÅÔÌÅáÔâó 

Å©È„âÈ ùØ·ÎÅõ «îãï çáÂ» ÅëØÁ´âÔè, ÈÅùÅ©´ 

´Å áÔÅ´˜ ≠ØÛÌØÎ üÅ´âÒ ÅÔÌÅáÔØÛë©ØÛ´ïÒ, 

˜Å´ãï ùÅÔõØÛß çÔ, ØÔ ùÅüØÛ©˜ï áïãÅ©´ï 

ØóØÔÌØÛß ïÔ üÅÂØ£ØÛë©ØÛ´´âÔè ùÅÔØ£ â´ 

´ÈâßÅÒ´âó •ÅÔÌÅÔÅ„âÌï ïÔ üÁ·Åùè:

1980ÅùÅ´´âÔï´ ÑâüÔï´ ùÔùï´ Å´ÒÅÎ 

ùÅüØÛ©˜ï áïãÅ©´ï´` ÈÌâ£õâóØÎ ïÔ ıØÔ°Å

ÔÅÔÅùÅ´ ùÅüØÛ©˜è, ØÔØÛß ˘ÖÌÅÖØÔõØÛß çÔ 

Áâóïâ˚Å©ï´ ØÛ óÅßï´ÅÒÎÅõ ÈÌÎÅÔÅëØÛ£ë: 

Ä©È ≠ÅÔ˜ï ùÅüØÛ©˜è ØÔÅùÎâÒ ØÔ„âÈ «Öâ£ÅÔ

ÎâÈÌÅùÅ´ ùÅüØÛ©˜»: ÑâüÔï´ ıØÔ°ØÛß çÔ 

•ÅÔÌÅÔÅ„âÌØÛë©Å´ ØÛ ˜Å´áÅùÅÖØÔõØÛë©Å´ 

üÅßÅáÔßÅßÉ ÖÌ´âó üâÌÅ˜Ô˜ÔÅùÅ´ 

ùÅÁØÛÒÎÅõ˜Å©ï´ óØÛõØÛß´âÔ` Ø· ÅÎÅ´áÅùÅ´ 

´©ØÛëâÔï ˘ÖÌÅÖØÔõßÅßÉ: 1981ë. ï ÎâÔ ´Å ïÔ 

Å©á ØÔØ´ØÛß´âÔØÛß üÅ•Åô ùïÔÅÁØÛß çÔ °ù´Å

„ÅÌùâÔ´âÔ: Ä©á ëâßÅ´ ´Å ˘ÖÌÅÖØÔõØÛß çÔ 

óØÛÈÅßıØı´âÔØÛß, óØ£ÅÈâ´©Åù´âÔï ´âÔ˜ï´ 

üÅÔáÅÔßÅ´ ßâÂ: Ä©á ÌÅÔÔâÔè ´Å ˘ÖÌÅÖØÔõâó 

çÔ ´Å∞ ïÔ ÌÅ´ óØ£ÅÎÅãÅ´ØÛß: ÑâüÔïï ÖØÔ

õâÔØÛß °ØÛù´ ï üÅ©Ì ç ÖÅóïÈ ØÔ„âÈ ßØ´ØÛßâ´

ÌÅó ˜Å´áÅù: Ä©È ùÅÔÖï Å≠ôÅÌÅ´˜´âÔ ´Å 

ùÅÌÅÔâó ç ™©ØÛ ®ØÔ˜ï §ÅÔÌÅÔÅ„âÌÅùÅ´ 

óïÖÅ©ï üÅßÅÔ` Êï·ÅÔá ËâÔÅ©ï üâÌ üÅßÅ

Ìâ£, ØÛ´âÒâó ç ÒØÛÒÅüÅ´áâÈ´âÔ ¶ï´âÅ„ØóïÈï 

ÆÛØó˜âÔï Å´ÎÅ´ ÅÔÎâÈÌï ùâ´ÌÔØ´ØÛß, ∞ 

ÇÅÔÈâóØ´ ˜Å£Å˜ï ÍïóÅ ¯óïß„ïÅ©ØÛß:

1990ÅùÅ´´âÔï ÈùãÉï´ ÑâüÔï´ ≠ÅÔØÛ´ÅùØÛß 

çÔ Ø· ÅÎÅ´áÅùÅ´ ´©ØÛëâÔØÎ ´ØÔÅØ• ùÅüØÛ©˜ 

„ÅÌÔÅÈÌâóØÛ ïÔ ıØÔ°ÅÔÅÔÅùÅ´ °âÁ´ÅÔù

´âÔè` Å©È Å´ÖÅß ÅÔáâ´ ˘ÖÌÅÖØÔõâóØÎ Èâã 

∞ ü©ØÛÈÎÅõ ıÅ©Ì: ËÌâ£õâó ç °ù´Å©ï´ óØÛÈÅß

ıØı´âÔï ßï ≠ÅÔ˜, ØÔØ´˜ ´âÔùÅ©ØÛßÈ üÅ©Ì´

Îâó â´ ßÅÈ´ÅÎØÔ ØÛ ëÅ´ÖÅÔÅ´Å©ï´ üÅÎÅ

˜ÅõØÛ´âÔØÛß: ÑâüÔïï üÅßÅÔ °ØÛùè üÅÌØÛù 

´≠Å´ÅùØÛë©ØÛ´ ØÛ´ï. Å©´ üï≠âÒ´ØÛß ç ïÔ 

ßÅ´ùØÛë©ØÛ´è, âÔÉ ÌÅÌè óØÖÅÔÅ´ØÛß °ù´âÔ 

çÔ á´ØÛß` ÅÎÅ´áÅùÅ´ ≠ÎâáÅùÅ´ â£Å´Å

ùØÎ ·ØÔÅÒ´âóØÛ üÅßÅÔ: îÈù üâÌØ Å©á °ù´âÔè 

ßÅÌØÛÒÎØÛß çï´ ßÅ´Å´âôï ÈØØÛÈï üâÌ:

2004ë. ÈùãÉ´âÔï´ ÑâüÔï´ ÅÎÅÔÌâÒ ´ØÔ 

Åó©ØÛßï´â ÅëØÁï „ÅÌÔÅÈÌßÅ´ üÅßÅ

Ìâ£ Å≠ôÅÌÅ´˜è: Ä©È ÅëØÁè üÅßÅáÔØÛß 

ç ÅßÔØÛë©ØÛ´´ ØÛ üÅÔßÅÔÅÎâÌØÛë©ØÛ´è ∞ 

ï ÒØÛ©Ò ç á´ØÛß ´ÔÅ •ÅÔÌÅÔÅ„âÌÅùÅ´ 

ü´ÅÔ˜´âÔ´ ØÛ áïãÅ©´âÔÅùÅ´ ´ØÛÔÉ •Å≠Å

ùè, ØÔè ´ÔÅ´ ëØÛ©ó ç ÌÅóïÈ ÈÌâ£õâó ´ØÔÅØ• 

ØÛ üÅÔßÅÔÅÎâÌ ùÅüØÛ©˜: êâ •ÅÔÌÅÔÅ

„âÌØÛë©Å´, ëâ ùÅüØÛ©˜ï áïãÅ©´ï ßâÂ ´©ØÛëâÔï 

è´ÌÔØÛë©Å´ üÅÔÒØÛß çÅùÅ´ áâÔ ç ôÅ£ÅÒâó 

ÑâüÔïï ©ØÛÔÅüÅÌØÛù •Å≠Åùè: ™Å ÅÔìÅ

´ÅÒâó ç ÉÅãßÅëïÎ „ÅÔÖ∞´âÔï ØÛ ßÔÒÅ

´Åù´âÔï, ØÔØ´ÒïÒ ÅÔìâ üï≠ÅÌÅùâó 1989ë. 

ÈÌÅÒÅõ ‚ÔïëãùâÔ „ÅÌÎÅÎØÔ ßÔÒÅ´Åùè:
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Fish, undated
Cast glass, 22 x 8 x 24 in.

Courtesy of Joan and Jack Quinn, Beverly Hills, California

†ØÛù, Å´ëÎÅùïÔ
†ØÛóÅõØ Å„Åùï, 55,9 x 20,3 x 61 Èß

‰ØÅ´ ∞ ‰â˜ ˆØÛï´´âÔï üÅÎÅ˜ÅõØÛïÒ, ÇâÎâÔóï ûïóÈ, úÅóï˚ØÔ´ïÅ
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Stitching samplers was a standard part of a girl’s 
education from the Renaissance until the mid-nineteenth 
century. Sewing skills were an integral part of a woman’s 
domestic responsibility and these skills were learned 
and refined at school. Samplers combined needlework 
with other aspects of education, such as numbers 
and alphabet letters. As a child’s expertise progressed, 
increasingly elaborate decorative and textual elements 
were added. Religious sentiments and biblical narratives 
were common subjects for sampler verses and imagery. 
The verses in this sampler are based on an eleventh-
century Jewish poem titled Akdamut.

– Courtesy American Folk Art Museum, New York

( Note: The Akdamut – which literally means “before 
I speak” – is a rhymed poetic prologue to the festival 
Torah reading of the revelation on Mount Sinai [when 
God appeared to the Israelites and gave them the 10 
Commandments – Exodus 19]. Composed by a cantor 
in Germany at the time of the first Crusade [began 
1096], it speaks in praise of the Torah and of the great 
rewards that await those who devote their lives to it. 
The ninety verses were written in Aramaic, so that the 
Christian Crusaders who were persecuting the Jews in 
the Holy Land could not understand it.)

Helen Shaw
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ÄÈâ£´ÅÖØÔõØÛë©ØÛ´è ÎâÔÅõ´´áïÒ ßï´·∞ 

19Ôá áÅÔï ùâÈâÔ´ è´ùÅõ ìÅßÅ´ÅùÅ≠Ô

ÂÅ´ØÛß Å£Âïù´âÔï ùÔëØÛë©Å´ ØÔØ≠ï· ßÅÈ´ 

çÔ ùÅãßØÛß: úÅÔâóØÛ ÅÔÎâÈÌè ùÅ´Å´Ò 

Ì´Å©´ÅÖØÔõØÛë©Å´ ßÅÈ´ çÔ ∞ Å©á °ïÔ˜â

Ôè ØÛÈØÛÒÅ´ÎØÛß ∞ ß≠ÅùÎØÛß çï´ á„ÔØÒØÛß: 

Ä©á ìÅßÅ´Åù´âÔï ´ßØÛ≠´âÔè „ÅÔØÛ´ÅùØÛß 

çï´ ÅÈâ£´ÅÖØÔõØÛë©Å´ ∞ ùÔëØÛë©Å´ Å©ó 

ØóØÔÌ´âÔï ßïÅ°ØÛóØÛßè, ï´·„âÈ, ˘Ôï´Åù, 

ëÎâÔè ∞ Å©ÉØÛÉâ´ï ÌÅÁâÔè: àÔâôÅ©ï ıØÔ°ï 

ùØÛÌÅùßÅ´è üÅßè´ëÅÒ ÅÎâóÅ´ØÛß çï´ 

áâùØÔÅÌïÎ ∞ Ìâ˜ÈÌÅ©ï´ çóâßâ´Ì´âÔè: úÔØ

´ÅùÅ´ ãÖÅÒØÛß´âÔè ∞ ÅÈÌÎÅõÅ≠´·©Å´ 

„ÅÌßØÛë©ØÛ´´âÔè ÌÅÔÅõÎÅõ ëâßÅ´âÔ çï´ 

ÅÈâ£´ÅÖØÔõØÛë©Å´ ˜ÅÁÅÌØ£âÔï ∞ „ÅÌùâÔ

´âÔï üÅßÅÔ: Ä©È ÅÈâ£´ÅÖØÔõØÛë©Å´ ´ßØÛ≠ï 

˜ÅÁÅÌØ£è ùÅÌÅÔÎÅõ ç ÌÅÈ´ßâùâÔØÔá 

áÅÔï üÔâÅùÅ´ ÄùáÅßØÛë „Øâßï üïßÅ´ ÎÔÅ:

(öÅ´ØëØÛë©ØÛ´` Ä˜áÅßØÛë, ØÔè ÉÅÁÅÒï ´≠Å

´ÅùØÛß ç «¶ï´· âÈ ùôØÈâß», üÅ´ÖÅÎØÔÎÅõ 

ÉÅ´ÅÈÌâ£õÅùÅ´ ´ÅôÅÉÅ´ ç Ëï´Å©ï óâÁÅ´ 

ÎÔÅ ûÅ©Ì´ØÛë©Å´è ´ÎïÔÎÅõ êØÔÅ©ï è´ëâÔ

ÒÅ´ØÛë©Å´ ÌØ´ÅüÅ´áâÈï ÎâÔÅÉâÔ©Åó, 

âÔÉ ÄÈÌÎÅõ üÅ©Ì´ÎâÒ ïÈÔÅ©âóÒï´âÔï 

ÅÁÂ∞ ∞ ÌÎâÒ ´ÔÅ´Ò 10 „ÅÌÎïÔÅ´´âÔè 

ÑïÔ˜ àóïÒ 19: ËÌâ£õÎâóØÎ ÑâÔßÅ´ïÅ©ØÛß` 

ÅÁÅÂï´ ôÅ·ÅùÔÅÒ ÅÔ≠ÅÎÅ´˜ï ìÅßÅ´Åù, 

Å©´ „ÅÌßØÛß ç êØÔÅ©ï ßÅÈï´ ∞ Å©´ ßâõ 

„ÅÔÖ∞´âÔï, ØÔ È„ÅÈØÛß ç ´ÔÅ´Ò, ØÎ˜âÔ 

„ÅÌÔÅÈÌ â´ ïÔâ´Ò ù©Å´˜è ´ÎïÔâó ´ÔÅ´: 

ÏÅÈ´ï´è ˜ÅÁ©Åù´âÔè ÖÔÎÅõ â´ â£âó ÅÔÅ

ßââÔâ´, ØÔ„âÈãï ˜ÔïÈÌØ´©Å ôÅ·ÅùïÔ´âÔè, 

ØÔ Å©á ìÅßÅ´Åù ÄÎâÌ©ÅÒ àÔùÔØÛß üÅóÅõØÛß 

çï´ üÔâÅ´âÔï´, Å©´ ·üÅÈùÅ´Å©ï´):

ûâóâ´ ¨ÅØÛ



��

Adam and Eve Sampler (United States or England, 1835)
Wool on linen, 9 x 12 in. Collection American Folk Art Museum, New York

Gift of Elizabeth Kapnek Grenald. 1994.10.1 Photo by Gavin Ashworth

ÄáÅßè ∞ àÎÅ´ (¶ïÅÒ©Åó ™ÅüÅ´Ö´âÔ ùÅß Ä´ÖóïÅ)
ÇØÛÔá ùÌÅÎï ÎÔÅ, 22 x 30,5 Èß

ÄßâÔïù©Å´ ìØ£ØÎÔáÅùÅ´ ÅÔÎâÈÌï ëÅ´ÖÅÔÅ´, ™©ØÛ ®ØÔ˜

™ÎâÔ åóïãÅÉâë úâı´â˜ ÑÔâ´ÅóáïÒ: 1994.10.1: ñƒÈÅ´ùÅÔè` Ñâ©Îï´ Ä≠ÎØÔëï
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Luis Tapia (born 1950)

“I see my work as an extension of the Hispano folk art 
tradition that was established in New Mexico in the 
17th century and has continued to develop here during 
the past 400 years. My approach is to bring that tradition 
up-to-date so that it reflects and comments upon the 
religious, political and social issues that are important in 
today’s world.
 
By combining an innovative use of media, bold color, and 
an occasional dose of good humor, I am able to use my 
art as an effective means of social commentary.”

–  Collector’s Guide Online: Owings-Dewey Fine Art – Luis Tapia

The work of Luis Eligio Tapia often reveals a turn of 
mind that sets a traditional bulto (devotional sculpture) 
apart from the typical imagery of Spanish Colonial art 
in New Mexico. Such deviations do not intend to shock, 
satirize, or caricature the traditional forms. They are 
there to exchange remarks with the tradition, they are 
there to make the tradition live. Born in 1950, Tapia, a 
native Santa Fean, grew up when peer-pressure and the 
school systems worked in subtle ways to homogenize 
culture. In a manner extremely common to New Mexico 
Hispanics, Luis was “Louie” or “Lou” to his childhood 
friends. The nickname normally coined to confer 
individuality on someone, ironically submerged Luis’ 
Hispanic identity into an anglicized context. Like many 
of his generation, Luis searched for his roots, aided by 
the social consciousness of the late nineteen-sixties and 
early nineteen-seventies. A founder in the early nineteen-
seventies of La Cofradia de Artes y Artesanos Hispanicos, 
Luis has played a key role in the contemporary 
renaissance of Hispanic art in the Southwest.

But this search has not been one to simply recover or 
preserve traditions. As Tapia studied the losses and 
revivals of Colonial arts in New Mexico in the early 
twentieth century, he found that some attempts to 
preserve the traditions seemed lifeless because of a zeal to 
maintain a sense of purity. Other efforts, such as the now 
typical unpainted Cordova style, altered older traditions 
to suit the truth to materials aesthetic of early modernist 
artistic and intellectual circles outside of New Mexico. 
However successful they were as marketing ventures 
in their own time, both methods regarded the work of 
art as an autonomous object, not part of a living artistic 
culture.

Tapia looks instead for the nourishment of blending 
tradition with contemporary culture so that the 
tradition may continue to grow and flourish. In order 
to accomplish this, he had to break with more recent 
revivals. His color is bright and new, neither antiquated 
nor absent. At first ridiculed for his work in the early 
nineteen-seventies, he uses the bright color to remind us 
most of all that the art is contemporary. It does not try 
to recreate the ambiance of another time or the aesthetics 
of another place. The metaphor of roots and growth 
is an important one for Tapia, for it gives him a sense 
of reality within a growing urban environment of ever-
increasing artificiality. He is not without humor in his 
perceptions of his home. His eyes twinkle as he chuckles 
over the alternative name of the City different – Fanta Sé.

www.collectorsgiude.com
www.owingsdewey.com
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ñØÛïÈ êÅıïÅ (õ´Î. 1950) 

<àÈ ïß Å≠ôÅÌÅ´˜è üÅßÅÔØÛß âß ïÈ„Å´Å

ùÅ´ ìØ£ØÎÔáÅùÅ´ ´ùÅÔ·ÅùÅ´ ÅÔÎâÈÌï 

ÅÎÅ´áØÛ©ë´âÔï ≠ÅÔØÛ´ÅùØÛë©ØÛ´è, ØÔè 17Ôá 

áÅÔØÛß üïß´ÅáÔÎâó ç ™ØÔ ¶â˜ÈïùÅ©ØÛß ∞ 

Å©´ØÛüâÌ∞ ≠ÅÔØÛ´ÅùÎâó ∞ ãÅÔÖÅÒâó Å©ÈÌâ£ 

Å´Ò©Åó 400 ÌÅÔï´âÔï è´ëÅÒ˜ØÛß: îß ´„ÅÌÅù´ 

ç â£âó ıØôÅ´Òâó Å©á ÅÎÅ´áØÛ©ë´âÔè ßï´·∞ ßâÔ 

˘ÔâÔ´ Å©´„âÈ, ØÔ áÔÅ´˜ ÅÔÌÅÒØóâ´ ∞ ßâù´Å

ÉÅ´â´ ùÔØ´ÅùÅ´, ˜Å£Å˜ÅùÅ´ ∞ ÈØÒïÅóÅùÅ´ 

ô´áïÔ´âÔè, ØÔØ´˜ çÅùÅ´ â´ ´Å∞ ßâÔ ù©Å´˜ØÛß:

®ØÛ£Å´âÔùâÔï óØÛõØÛ©ë´âÔï, ÎÅÁ ÖØÛ©´âÔï ∞ 

ßï ıØ˜Ô çó óÅÎ üØÛßØÔï ßïÅ°ØÛóØÛßè ∞ áÔÅ´Ò 

´ØÔØÎï ÖØÔõÅõØÛßè ï´° ü´ÅÔÅÎØÔØÛë©ØÛ´ 

ç ÌÅóïÈ ïß ÅÔÎâÈÌè áÅÔ°´âó ÈØÒïÅóÅùÅ´ 

ô´áïÔ´âÔï ßâù´ÅÉÅ´ØÛë©Å´ ç˚âùÌïÎ ßïÂØÒ>:

ñØÛïÈ åóïÂïØ êÅıïÅ©ï Å≠ôÅÌÅ´˜´âÔè üÅ•Åô 

ÎùÅ©ØÛß â´ ßÌÅõâóÅùâÔ„ï ıØıØôØÛë©Å´ 

ßÅÈï´, ØÔ ÅÎÅ´áÅùÅ´ ÉÅóÌØ´ (ÉÅÔâ„Å≠Ì 

˜Å´áÅùÅÖØÔõØÛë©ØÛ´è) ÈÅüßÅ´ÅãÅÌØÛß ç ™©ØÛ 

¶â˜ÈïùÅ©ï îÈ„Å´ÅùÅ´ ÖÅ£ØÛëÅ©ï´ ÅÔÎâÈÌï 

Ìï„ïù áÔÈ∞ØÔØÛß´âÔïÒ: Ä©È ≠â£ØÛßè ´„ÅÌÅù 

·ØÛ´ï Ò´Òâó, õÅ£Ôâó ÅÎÅ´áÅùÅ´ ´ùÅÔ·ÅùÅ´ 

°∞âÔè: ÜÔÅ´˜ ÅÎÅ´áØÛ©ë´âÔï üâÌ ´≠ØÛß´âÔ 

ıØôÅ´ÅùâóØÛ, ï´·„âÈ ´Å∞ áÔÅ´˜ ùâ´ÈØÛ´Åù 

„ÅüâóØÛ ´„ÅÌÅù ØÛ´â´: êÅıïÅ´ õ´Îâó ç 1950 

ëÎÅùÅ´ï´ ∞ óï´âóØÎ É´ïù ËÅ´ÌÅ ˙âÒï ßâõÅÒâó 

ç ßï ìÅßÅ´ÅùÅüÅÌÎÅõØÛß, âÔÉ üÅÈÅùÅùïÒ

´âÔï ÅãáâÒØÛë©ØÛ´è ∞ á„ÔØÒÅùÅ´ üÅßÅùÅÔ

Öè ÖØÔõØÛß çï´ ßïÅÈï´` ´„ÅÌÅù ØÛ´â´ÅóØÎ 

ÅÔÎâÈÌè áÅÔ°´âó ßïÅÌÅÔÔ: î´·„âÈ üÅÌØÛù 

ç ™©ØÛ ¶â˜ÈïùÅ©ï ïÈ„Å´ÅÒï´âÔï´ ñØÛïÈè ïÔ 

ßÅ´ùØÛë©Å´ è´ùâÔ´âÔï üÅßÅÔ «ñØÛï» ùÅß «ñØÛ» 

çÔ: ¶ÅùÅ´ØÛ´è ´ÔÅ´ ÌÔÎÅõ çÔ è´áÖõâóØÛ 

´ÔÅ Å´üÅÌÅùÅ´ØÛë©ØÛ´è, ØÔè üâÌÅÖÅ©ØÛß 

§ÅùÅÌÅÖÔï ÉâÔØÛßØÎ ïÈ„Å´ÅùÅ´ ñØÛïÈè 

ßïÅ°ØÛóâÒ Å´ÖóïÅùÅ´ â´ëÅÌâ˜ÈÌï üâÌ: îÔ 

ÈâÔ´áÅùïÒ´âÔï ´ßÅ´ ñØÛïÈ´ çó, üâ´ÎâóØÎ ØÛ≠ 

1960ÅùÅ´´âÔï ØÛ ÎÅ£ 1970ÅùÅ´´âÔï ÈØÒïÅóÅ

ùÅ´ ÖïÌÅùÒÅùÅ´ØÛë©Å´ ÎÔÅ, ı´ÌÔØÛß çÔ ïÔ 

ÅÔßÅÌ´âÔè: ñï´âóØÎ La Cofradia de Artes y Artesanos 

Hispanicosï üïß´ÅáïÔè 1970ÅùÅ´´âÔï ÈùÖÉ´âÔï´ 

ñØÛïÈè ùÅÔ∞ØÔÅÖØÛ©´ áâÔ ç ôÅ£ÅÒâó ûÅÔÅÎ

ÅÔ∞ßØÛÌ˜ØÛß ïÈ„Å´ÅùÅ´ ÅÔÎâÈÌï ìÅßÅ

´ÅùÅùïÒ ÎâÔÅõ´´áï ìÅßÅ´ÅùÅ≠ÔÂÅ´ØÛß: 

ËÅùÅ©´ Å©È ØÛÈØÛß´ÅÈïÔØÛë©ØÛ´´âÔè ´„ÅÌÅù 

·ØÛ´âï´ „ÅÔãÅ„âÈ ÎâÔÅùÅ´Ö´âó ùÅß „Åü„Å

´âó ÅÎÅ´áØÛ©ë´âÔè: ÆÛÈØÛß´ÅÈïÔâóØÎ 20Ôá 

áÅÔï ÈùãÉ´âÔï ™©ØÛ ¶â˜ÈïùÅ©ï ÖÅ£ØÛëÅ©ï´ 

ÅÔÎâÈÌï ùØÔØÛÈÌ´âÔ´ ØÛ ÎâÔÅùâ´áÅ´ÅÒØÛßè 

êÅıïÅ´ üÅÈùÅÒÅÎ, ØÔ ÅÎÅ´áØÛ©ë´âÔè 

„Åü„Å´âóØÛ ØÔØ≠ ÂÅ´˜âÔ ÌÅ£ÌùÅóï ùÅÔØ£ 

çï´ ëÎÅó, ˜Å´ï ØÔ ÅÁùÅ çÔ „ÅÔãØÛë©Å´ 

ÖïÌÅùÒØÛë©ØÛ´ °∞ÅÎØÔâóØÛ ıØÛëÅÂÅ´ØÛë©ØÛ´è: 

™ÔÅ ß©ØÛÈ ÂÅ´˜âÔè, ï´·„âÈ ˘Ôï´Åù ßâÔ 

ìÅßÅ´Åù´âÔï´ üÅÌØÛù ·´âÔùÎÅõ ùØÔáØÎÅ 

Ø•è ÎâÔÅıØôâÒ üï´ ÅÎÅ´áØÛ©ë´âÔï´` Å©´ 

üÅÔßÅÔâÒ´âóØÎ ´©ØÛëâÔï´ üÅÔÅãÅÌ ß´ÅóØÛ 

™©ØÛ ¶â˜ÈïùÅ©ïÒ áØÛÔÈ ÖÌ´ÎØ£ ÎÅ£ ≠ÔÂÅ´ï 

ßØáâÁ´ ∞ ï´ÌâóâùÌØÛÅó çÈëâÌïùÅ©ï „ÅüÅ´Â

´âÔï´: Ä©´ØÛÅßâ´Å©´ïÎ, Å©á ìÅßÅ´ÅùÅüÅÌ

ÎÅõØÛß ÅÔÎâÈÌï âÔùØÛ ßâëØá´âÔ´ çó ´ùÅÔ·Å

ùÅ´ ÅÔÎâÈÌè üÅßÅÔØÛß çï´ Å´ùÅô ˘É©âùÌ, 

Å©ó Ø· ëâ ùâ´áÅ´ï ´ùÅÔ·ÅùÅ´ ß≠ÅùØÛ©ë: 

êÅıïÅ´ ıØÔ°ØÛß çÔ ıØôÅÔâ´è ÅÎÅ´áØÛ©ë´â

Ôè °ØÛóâó ìÅßÅ´ÅùÅùïÒ ß≠ÅùØÛ©ëï´ Å©´„âÈ, 

ØÔ ÅÎÅ´áØÛ©ë´âÔè ≠ÅÔØÛ´ÅùÎâ´ ∞ õÅ£ùâ´: 

Ä©È Åßâ´´ ïÔÅùÅ´ÅÒ´âóØÛ üÅßÅÔ, ´Å „âÌ˜ ç 

ôãâÔ ïÔ ùÅ„âÔè ÎâÔÂï´ ÎâÔÅıØôØÛß´âÔï üâÌ: 

™ÔÅ ÖØÛ©´âÔè ÎÅÁ â´, ëÅÔß ∞ Ø· ëâ Å´Ìïù ùÅß 

çó ÉÅÒÅùÅ: ™ÔÅ ÎÅ£ 1970ÅùÅ´´âÔï ÖØÔõâÔØÛß 

´≠ÅÎÅùÎØÛß â´ ÎÅÁ ÖØÛ©´âÔè` ßâã üï≠âÒ´âóØÎ, 

ØÔ Å©´ ßâÔ ìÅßÅ´Åù´âÔï ÖØÔõ ç: Ä©´ ·ï ıØÔ°ØÛß 

ÎâÔÈÌâ£õâó Å©ó ìÅßÅ´ÅùÅüÅÌÎÅõï ßïÂÅÎÅ©Ô 

ùÅß Å©ó çÈëâÌïùÅ: úâ´ÈÅùÅ´ ÅÔßÅÌ´âÔï ∞ 

áÔÅ´Ò Å•ï ßâÌÅ˚ØÔ´âÔè êÅıïÅ©ï ÅÔÎâÈÌï 

ùÅÔ∞ØÔ ÌÅÔÔâÔ´ â´, ˜Å´ï ØÔ áÔÅ´˜ ÌÅóïÈ â´ 

ïÔÅùÅ´ØÛë©Å´ ãÖÅÒØÛß` Å•Ø£ ˜Å£Å˜Å©ï´ ßïÂÅ

ÎÅ©Ôï ß≠ÌÅ„âÈ ÅÎâóÅÒØ£ ÅÔüâÈÌÅùÅ´ØÛë©Å´ 

üâÌ ßïÅÈï´: ™Å ÅÁÅ´Ò üØÛßØÔï ·ï è´ùÅóØÛß ïÔ 

üÅ©Ôâ´ï ÌØÛ´è: ™Å „Å©õÅÁ Å·˜âÔØÎ õïõÅ£ØÛß 

ç ïÔ õ´´áÅÎÅ©Ôï ´ØÔ Å´ÎÅ´ ÎÔÅ` ˙Å´ÌÅ Ëâ: 
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Noah’s Ark (Santa Fe, New Mexico, c. 1976)
Cottonwood and paint, 18 ½ x 29 ½ x 20½ in.

Collection American Folk Art Museum, New York. Gift of Elizabeth Wecter. 1985.20.37

™Ø©Å´ ÏÅ„Å´ (ËÅ´ÌÅ ˙â, ™©ØÛ ¶â˜ÈïùØ, 1976)
úÌÅÎ ∞ ©ØÛ£Å´âÔù, 47 x 74,9 x 52,1 Èß

ÄßâÔïù©Å´ ìØ£ØÎÔáÅùÅ´ ÅÔÎâÈÌï ëÅ´ÖÅÔÅ´, ™©ØÛ ®ØÔ˜: ™ÎâÔ åóïãÅÉâë ÍâùÌÔïÒ: 1985.20.37
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Malcah Zeldis was born Mildred Brightman in 1931, in 
the Bronx, New York. Shortly after her birth, her family 
moved to Detroit, where her father eked out a living as 
a window washer. She graduated from high school with 
strong Zionist leanings and in 1948 went to live on a 
kibbutz in Israel, where she met Hiram Zeldis, a writer 
also from Detroit. After marrying in Detroit, the couple 
moved to Israel, where Malcah was encouraged to paint 
by Israeli artist Aaron Giladi, who saw her work during 
a visit to the kibbutz. In 1958 the Zeldis family settled 
in New York, where Malcah worked as a housewife and 
mother. During the 1970s, as her children grew older 
and her marriage foundered, she enrolled in Brooklyn 
College. She graduated in 1974, worked as a teacher’s 
aide, obtained a divorce, and began to paint seriously.

Malcah Zeldis, one of the leading self-taught 
contemporary artists, is best known for her paintings 
depicting urban life, historical, and religious events, 
her heroes, and her own life. Her spirited narrative 
style expresses an optimistic life view and a strong 
social commitment, and her paintings have been widely 
exhibited. Of special note is the one-person show 
presented by the Museum of American Folk Art at 

New York University in 1988. It was the first time the 
museum had presented a one-person exhibition of the 
work of a living artist.

www.marciaweberartobjects.com 

Jacob’s Dream

“Jacob left Beersheba and set out for Haran. When he 
reached a certain place, he stopped for the night because 
the sun had set. Taking one of the stones there, he put it 
under his head and lay down to sleep. He had a dream 
in which he saw a stairway resting on the earth, with its 
top reaching to heaven, and the angels of the Lord were 
ascending and descending on it. There above it stood 
The Lord, and He said, “I Am The Lord, The God of 
your father Abraham and The God of Isaac. I will give 
you and your descendants the land on which you are 
lying. Your descendants will be like the dust of the earth, 
and you will spread out to the west and to the east, to 
the north and to the south. All peoples on earth will be 
blessed through you and your offspring. I am with you 
and will watch over you wherever you go, and I will bring 
you back to this land.” Genesis 27:1-40

Malcah Zeldis (born 1931)
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¶Åó˜Åü äÅóáïÈè õ´Îâó ç 1931 ëÎÅùÅ´ï´ 

¶ïóáÔâá ÇÔÅ©ÌßÅ´ØÛß, ÇÔØ´˜ÈØÛß, ™©ØÛ ®ØÔ˜: 

ö´´áïÒ ùÅÔ• ìÅßÅ´Åù Å´Ò ´ÔÅ è´ÌÅ´ï

˜è Ìâ£ÅıØôÎØÛß ç ÜâÌÔØ©Ì, ØÔÌâ£ ´ÔÅ 

üÅ©Ôè Å„ÔØÛÈÌï ÖØÛßÅÔè ÎÅÈÌÅùØÛß ç 

„ÅÌØÛüÅ´ ßÅ˜ÔâóØÎ: ™Å ØÛÈÅ´ØÛß ç ãï´ÎØ

ÔÅùÅ´ ëâ˜ØÛßØÎ ÉÅÔ°ÔÅÖØÛ©´ ØÛÈØÛß´Å

ùÅ´ üÅÈÌÅÌØÛë©ØÛ´ØÛß ∞ 1948 ëï´ Ìâ£Å

ıØôÎØÛß ç Å„ÔâóØÛ îÈÔÅ©âó` úïÉØÛÒ, ØÔÌâ£ ∞ 

üÅ´áï„ØÛß ç ïÔ Å„ÅÖÅ ÅßØÛÈ´ØÛ´` ûïÔÅß 

äâóáïÈï´, ßï ÖÔØ£ï, ØÔè ´ØÛ©´„âÈ ÜâÌÔØ©ÌïÒ 

çÔ: ™ÔÅ´˜ ÅßØÛÈ´Å´ØÛß â´ ÜâÌÔØ©ÌØÛß ∞ 

ùÔùï´ ÎâÔÅáÅÁ´ØÛß îÈÔÅ©âó: Ä©´Ìâ£ ¶Åó˜Åü 

äâóáïÈï´ ØÖâ≠´·ØÛß ç ´ùÅÔï· ÄüÅÔØ´ ‰ïóÅ

áè, ØÔè õÅ´ØëÅ´ØÛß ç ¶Åó˜Åüï ÖØÔõâÔï´ 

úïÉØÛÒ Å©ÒâóØÛë©Å´ ìÅßÅ´Åù: 1958 ëÎÅùÅ´ï´ 

äâóáïÈ´âÔï è´ÌÅ´ï˜è É´ÅùÎâóØÛ ç Ìâ£Å

ıØôÎØÛß ™©ØÛ ®ØÔ˜, ØÔÌâ£ ¶Åó˜Åü´ ãÉÅ£

ÎÅõ çÔ Ì´Å©ï´ Ì´ÌâÈØÛüØÛ ∞ ßÅ©ÔÅùÅ´ 

„ÅÔÌÅùÅ´ØÛë©ØÛ´´âÔØÎ: 1970ÅùÅ´´âÔï´ 

äâóáïÈè ØÔØ≠ØÛß ç è´áØÛ´Îâó ÇÔØÛùóï´ï ˜ØóâÂ, 

˜Å´ï ØÔ âÔâôÅ´âÔè ÅÔáâ´ ßâõ çï´, ïÈù 

ÅßØÛÈ´ØÛë©ØÛ´è ÅÎâóï ùÅ©ØÛ´: 1974 ëï´ ¶Åó

˜Åü´ ÅÎÅÔÌØÛß ç ˜ØóâÂè, Å≠ôÅÌØÛß ØÔ„âÈ 

ØÛÈØÛÒ·ï ˘Ö´ÅùÅ´, ÈÌÅ´ØÛß ç Å„ÅüÅÔãÅ´ 

∞ ÈùÈØÛß óÔÂØÔâ´ ãÉÅ£Îâó ´ùÅÔ·ØÛë©ÅßÉ:

¶Åó˜Åü äâóáïÈè` ßâÔ ìÅßÅ´Åù´âÔï ï´˜´ØÛÈ 

´ùÅÔï·è` üÅ©Ì´ï ç ïÔ ´ùÅÔ´âÔØÎ, ØÔØ´˜ 

´ùÅÔÅÖÔØÛß â´ ˜Å£Å˜ï ù©Å´˜è, „ÅÌßÅ

ùÅ´ ∞ ùÔØ´ÅùÅ´ ïÔÅáÅÔ°ØÛë©ØÛ´´âÔè, ïÔ 

üâÔØÈ´âÔï´ ∞ ïÔ ïÈù Å´°´ÅùÅ´ ù©Å´˜è: ™ÔÅ 

üØÖ∞ØÔ „ÅÌßØ£ÅùÅ´ Ø•è ÅÔÌÅüÅ©ÌØÛß 

ç ù©Å´˜ï ´ùÅÌßÅßÉ óÅÎÅÌâÈÅùÅ´ ÎâÔÅ

ÉâÔßØÛ´˜è ∞ üÅÈÅÔÅùØÛë©Å´ ´ùÅÌßÅßÉ ßâõ 

´ÎïÔØÛßè: ™ÔÅ ÖØÔõâÔè ÒØÛÒÅáÔÎâó â´ ÉÅã

ßÅëïÎ ÒØÛÒÅÈÔÅü´âÔØÛß: ÄÔìâ ´≠âó 1988 ëï´ 

™©ØÛ ®ØÔ˜ï ÄßâÔïù©Å´ ìØ£ØÎÔáÅùÅ´ ÅÔÎâÈÌï 

ëÅ´ÖÅÔÅ´ØÛß ùÅãßÅùâÔ„ÎÅõ ´ùÅÔ·ï Å´üÅ

ÌÅùÅ´ ÒØÛÒÅüÅ´áâÈè: ÄÁÅÂï´ Å´ÖÅß çÔ, 

âÔÉ ´ùÅÔ·ï ùâ´áÅ´ØÛë©Å´ ˘ÔØ˜ ÒØÛÒÅáÔÎØÛß 

çÔ ´ÔÅ Å´üÅÌÅùÅ´ ÒØÛÒÅüÅ´áâÈè:

ûÅùØÉï âÔÅãè

«®ÅùØÉè àÔáßÅ´ ÂÔüØÔï ß˘ÌïÒ âóÅÛ Ö´ÅÒ 

òÅÁÅ´: ûÅÈ´âóØÎ ßï Ìâ£` ´Å ˜´âÒ Å©´Ìâ£, 

ØÔØÎüâÌâÛ ÅÔâÛ´ ÅÔáç´ ßÅ©Ô çÔ ßÌâó: ™Å 

ÅØÅÛ Å©´Ìâ£ï ˜ÅÔâÔïÒ ßçùèø áÔâÒ Öóôï 

ÌÅù ƒ ˜´âÒ Å©´Ìâ£: ™Å âÔÅã ÌâÈÅÛ. âÔùÔï 

ÎÔÅ© üÅÈÌÅÌƒÅõ çÔ ßï ÈÅ´áØÛ£˜ø ØÔï 

õÅ©Ôè üÅÈ´ØÛß çÔ âÔùï´˜, ïÈù ÄÈÌõƒ üÔâ≠

ÌÅù´âÔè áÔÅ´ØÎ âó´ƒß ïÂ´ØÛß çï´: ÏçÔè 

ùÅ´Ö´Åõ çÔ ÈÅ´áƒ£˜ï ÎÔÅ©: ™Å ÅÈÅÒ. 

«àÈ ÏçÔ´ âß, ˜Ø üÅ©Ô ÄÉÔÅüÅßï ÄÈÌƒÅ

õè âÛ îÈÅüÅùï ÄÈÌƒÅõè: ¶ïπ ÎÅôâÒïÔø 

ØÔØÎüâÌâÛ Å©´ üØ£èø ØÔï ÎÔÅ© ˜´âó âÈ 

áƒø ˜âã âß ÌÅóƒ âÛ ˜Ø ÈâÔƒ´á´âÔï´: ˆØ 

ÈâÔƒ´á´âÔ´âÔè âÔùÔï ÅÛÅãï ·Åı ≠ÅÌ â´ 

óï´âóƒø ÌÅÔÅõƒâóƒ â´ áç„ï õØÎÅùØ£ßø 

áç„ï ÅÔâÛâó˜ø áç„ï üïÛÈïÈ ƒ üÅÔÅÛ: ˆØ 

≠´ØÔüïÛ âÛ ˜Ø ÈâÔƒ´á´âÔ´âÔï ≠´ØÔüïÛ 

˘Ôü´ƒâóƒ â´ Å≠ôÅÔüï ÉØóØÔ ÅãÖâÔè: àÈ 

ÅüÅ ˜âã üâÌ âßø ØÔ „Åü„Å´âß ˜âã ˜Ø ÉØóØÔ 

•Å´Å„ÅÔü´âÔï´ø ØÔØ´ÒØÎ Ö´Åóƒ âÈ: ˆâã 

ÎâÔÅáÅÔ°´âóƒ âß Å©È âÔùïÔèø ØÔØÎüâÌâÛ ˜âã 

·âß ó˜âóƒø ßï´·âÛ ØÔ ·ùÅÌÅÔâß Å©´ Åßç´èø 

ï´· ôØÈÌÅÒâó âß ˜âã»: ÑïÔ˜ ö´´áØÒ 27:140

¶Åó˜Å äâóáïÈ (õ´. 1931)
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Jacob’s Dream (New York City, 1982)
Watercolor on paper, 11 ½ x 9 in.

Collection American Folk Art Museum, New York
Gift of Ben Apfelbaum in memory of Robert Perlmutter. 1988.13.1

ûÅùØÉï âÔÅãè (™©ØÛ ®ØÔ˜ Ëïëï, 1982)
‰ÔÅ´âÔù ë£ëï ÎÔÅ, 29,2 x 22,9 Èß

ÄßâÔïùÅ©ï ìØ£ØÎÔáÅùÅ´ ÅÔÎâÈÌï ëÅ´ÖÅÔÅ´ï üÅÎÅ˜ÅõØÛ, ™©ØÛ ®ØÔ˜

™ÎâÔ Çâ´ Ä„˚âóÉÅØÛßïÒ` ï üï≠ÅÌÅù ÊØÉâÔÌ ‚âÁóßØÛëâÔï: 1988.13.1
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Unidentified Artist

Bible History Quilt

The United States Centennial celebrations of 1876 
sparked a romantic interest in America’s past. In the 
decorative arts the Colonial Revival emphasized artifacts 
from “olden times,” such as spinning wheels and hooked 
rugs. In the vanguard of this movement was a renewed 
focus on “old-fashioned” cotton quilts. One of the best-
known tastemakers and quilt designers of the period 
was Ruby McKim, a syndicated columnist and the 
art needlework editor for Better Homes and Gardens. 
With her husband, she operated the McKim Studios of 
Independence, Missouri, a mail order pattern company. 
This Bible History Quilt is based upon one of McKim’s 
designs. The original twenty-block quilt pattern was sold 
as transfers for outline embroidery. The unidentified 
maker of this quilt added three other scenes from the 
Old Testament in the bottom row and probably also 
designed her own setting for the blocks, as the McKim 
pattern did not have the type of brick work set seen on 
this quilt. 

– Courtesy American Folk Art Museum, New York

Ä´üÅ©Ì ÎÅÔ„âÌ

«ÄÈÌÎÅõÅ≠´·©Å´ ‚ÅÌßØÛë©ØÛ´» 
ßÖáÅùÅõ ÎâÔßÅù

¶ïÅÒ©Åó ™ÅüÅ´Ö´âÔØÛß 1876 ëÎÅùÅ´ï´ 

Ëâ´Ìâ´ïÅóØÛß Ìâ£ï ØÛ´âÒÅõ ÌØ´ÅùÅ

ÌÅÔØÛë©ØÛ´´âÔè ÁØßÅ´Ìïù üâÌÅ˜Ô˜ÔØÛë©ØÛ´ 

ÅÁÅÂÅÒÔâÒï´ ÄßâÔïùÅ©ï Å´Ò©Åóï ÎâÔÅÉâÔ©Åó: 

ÜâùØÔÅÌïÎ ÅÔÎâÈÌï ßïÂØÒØÎ ÖÅ£ØÛëÅ©ï´ 

ìÅßÅ´ÅùÅ≠ÔÂÅ´ï ÎâÔÅÉâßÅáÔØÛßè •ÅôÅ

ÔÅù´âÔï ∞ ÖØÔÖâÔï ßïÂØÒØÎ è´áÖõØÛß çÔ «üï´ 

ìÅßÅ´Åù´âÔï» ÅÔÎâÈÌï ÖõâÔè: Ä©È ≠ÅÔìßÅ´ 

ÅÎÅ´ÖÅÔáØÛß çÔ ÖÌ´ÎØÛß «ü´ÅØ•» ˜ÅëÅ

´â ßÖáÅù´âÔï ´ùÅÌßÅßÉ ´ØÔØÎï üÅ©ÅÒ˜è: 

Ä©á ≠ÔÂÅ´ï ßâõ •Å´Å·ØÛß ØÛ´âÒØ£ •Å≠Åù 

°∞ÅÎØÔØ£´âÔïÒ ∞ ßÖáÅùï áïãÅ©´âÔ´âÔïÒ çÔ 

Èï´áïùÅÌÅ©ï´ óÔÅÖÔØ£, ÅÈâ£´ÅÖØÔõØÛë©Å´ 

ÅÔÎâÈÌï ÎÅÔ„âÌ ÊØÛÉï ¶˜˜ïßè, ØÔè ´Å∞ 

«ñÅÎÅÖØÛ©´ Ì´âÔ ∞ „ÅÔÌâã´âÔ» ÅßÈÅÖÔï 

ÅÈâ£´ÅÖØÔõØÛë©Å´ ÉÅì´ï ôßÉÅÖïÔ´ çÔ: îÔ 

ÅßØÛÈ´ØÛ üâÌ ´Å ÎÅÔâó ç ¶ïÈØÛÔïØÛß “McKim 

Studios of Independence, Missouri” Ì£ÅßÅÔáùÅ´Ò 

ôßÉÅùè: «ÄÈÌÎÅõÅ≠´·©Å´ „ÅÌßØÛë©ØÛ´» 

ßÖáÅùï üïß˜ØÛß è´ùÅõ ç ¶˜˜ïßï áïãÅ©´è: 

Ä´üÅ©Ì üâ£ï´Åùè Ö´âóØÎ 20 ßÅÈïÒ ÉÅ£

ùÅÒÅõ Å©á Å≠ôÅÌÅ´˜è ∞ üïß˜ üÅßÅÔâ

óØÎ Å©´, üÅßÅóÔâó ç ûï´ ùÌÅùÅÔÅ´ï âÔâ˜ 

Å©ó ÌâÈÅÔÅ´´âÔØÎ` áÔÅ´˜ Ìâ£ÅáÔâóØÎ 

ùÌÅÎï ´âÔ˜∞ï ßÅÈØÛß: ™Å ´Å∞ è´ÌÔâó ç 

ßÅÈâÔï ïÔ ØÛÔØÛ©´ áïãÅ©´è, ˜Å´ï ØÔ ¶˜˜ïßè 

ïÔ Å≠ôÅÌÅ´˜ØÛß ≠ÅÔÎÅõ˜ï Å©á„ïÈï 

üÅÂØÔáÅùÅ´ØÛë©ØÛ´ ·çÔ ˘ÖÌÅÖØÔõâó:
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Bible History Quilt (Ohio, 1930–1940)
Cotton with cotton embroidery, 91 x 57 ¼ in. Collection American Folk Art Museum, New York

Gift of Mr. Thomas P. Cuff. 1984.7.1. Photo by Matt Hoebermann

«ÄÈÌÎÅõÅ≠´·©Å´ ‚ÅÌßØÛë©ØÛ´» ßÖáÅùÅõ ÎâÔßÅù (¯üÅ©Ø, 1930–1940)
úÌÅÎ ÅÈâ£´ÅÖØÔõÎÅõ ÉÅÉÅù©Å ëâóØÎ, 231,1 x 145,4 Èß

ÄßâÔïù©Å´ ìØ£ØÎÔáÅùÅ´ ÅÔÎâÈÌï ëÅ´ÖÅÔÅ´, ™©ØÛ ®ØÔ˜

™ÎïÔâó ç „Ô´. êØßÅÈ Ù. ˆÅ˚è: 1984.7.1. ñØÛÈÅ´ùÅÔè` ¶âë ûâÉâÔßÅ´ï
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