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

it gives us great pleasure to invite you to enjoy an exhibition of 
american art that we call Tradition and Innovation. when we 
thought about what kind of art to display in our residence here 
in Chisinau, we realized that we wanted to show a side of the 
United states that most foreigners know little about. my wife 
sara’s sister lives in arizona and we have greatly appreciated 
getting to know more about the rich native american culture 
during our many visits to the southwest. we are also fortunate 
to have a noted artist in the family – my sister lynn Kirby – and 
we wanted to display some of her work.

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

and highly developed navajo and hopi cultures that were 
flourishing long before europeans came to america’s shores. 
when you look at the photographs by gene Balzer and Russ 
gilbert you will have the chance to see ancient stone dwell-
ings of the ancestral puebloan and hisatsinom people who 
lived in the area before the present day navajo and hopi. 
many, we think, will be surprised by the multi-storied, solid 
homes of finely-crafted stone, skillfully built into the cliff sides. 
The stunning photos by edward s. Curtis, we believe, show 
deeply prideful navajo and hopi people from nearly 100 
years ago. we have always been fascinated by these people 
and their cultures, and every few years we have been drawn 
to travel back to this area to explore their current and past 
cultures in more depth. 

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

we are deeply grateful to the heard museum of Phoenix, 
arizona; the Christopher Cardozo Fine art gallery of minne-

apolis, minnesota; niman Fine art, santa Fe, new mexico; 
lynn Kirby, and the other artists for their willingness to lend 
works for exhibition during our stay in moldova. we would 
also like to thank the staff of the aRT in embassies Program, 
especially Curator imtiaz hafiz, who contributed to the excel-
lence of this exhibition. 

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

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

Moldova
April 2007 

Binea≥ivenitlare∆edin≥aAmbasadoruluiStatelorUnite
laChi∆inƒu,Moldova!

ne faceodeosebitƒplƒcere sƒvƒ invitƒm la inaugurarea
uneiexpozi≥iideartƒamericanƒpecareonumim„tradi≥ie
∆iinova≥ie”.cândnegândeamlacefeldeartƒsƒexpunem
înre∆edin≥anoastrƒaicilachi∆inƒu,ne-amdatseamacane
doreamsƒarƒtƒmoparteaamericiidesprecaremajoritatea
strƒinilor∆tiufoartepu≥in.Soraso≥ieimeleSaralocuie∆teînari-
zona∆ine-afƒcutomareplƒceresƒaflƒmmaimultedespre
culturabogatƒaindigeniloramericaniîntimpulnumeroaselor
noastreviziteînsud-vest.Deasemeneanesim≥imfoarteno-
roco∆isƒavemînfamilieunartistdeseamƒ–soramealynn
Kirby–∆ine-amdoritsƒexpunemcâtevadinlucrƒrileei.

lucrƒrileexpozi≥ieicarereprezintƒpatrimoniulnostruistoricvin
dinparteadenord-estastatuluiarizona. indieniinavajo∆i
Hopi î∆iconstruiesccasele înaceastƒzonaaridƒastatului.
lucrƒriledeartƒcevindeacolo sunto reflec≥ieaculturilor
bogate∆ifoartedezvoltatealenavajo∆iHopicareatinsese
apogeuldezvoltƒriimultînaintedevenireaeuropenilorpe≥ƒr-
murileamericii.cândprive∆ti la fotografiile luiGeneBalzer
∆irussGilbertaiocaziasƒvezi locuin≥eleanticedinpiatrƒ
alepoporuluiHisatsinom∆istrƒmo∆ilorcareaulocuitînacea
zonƒînaintedetriburilenavajo∆iHopidinprezent.credem
cƒmul≥ivor fi impresiona≥idecaselesolide,cumultenivele
dinpiatrƒfinprelucratƒconstruitecumultƒmƒiestriepestânci.
fotografiileuimitoarealeluiedwardS.curtisprezintƒna≥iu-
nilenavajo∆iHopiprofundmândredeacum100deani.

tradi≥ie∆iinova≥ie
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amfostîntotdeaunafascina≥ideace∆tioameni∆iculturilelor
∆idincândîncândsuntemademeni≥isƒrevenimînaceastƒ
zonƒcasƒexplorƒmînprofunzimeculturilelordinprezent∆i
dintrecut.

Sunteminspira≥ideistoriaimpresionantƒaacestorpopoare
∆i sper cƒpubliculdinmoldovavaaveaacela∆i sentiment
dupƒvizionareaacestorimaginialelocuin≥elorlorstrƒmo∆e∆ti
∆iacestorexempledelucrƒricontemporaneutilizândme∆te∆u-
gultradi≥ional–≥esutulnavajo∆ipƒpu∆ileHopi.

lafelca∆iartatradi≥ionalƒneaduceplƒcere∆iîmplinire∆i
totulceestenou,dinamic∆iinovativ.Odatƒcudezvoltarea
tehnologiei,arti∆tiicelucreazƒînprezentpotexploranoimo-
dalitƒ≥ideaseexprima,creândastfelnoiformedeartƒ.lynn
Kirbyesteunartistcareaîmbrƒ≥i∆atartaexperimentalƒ.ex-
perimentândcumijloaceleoferitedeepocadigitalƒ,lynna
tranzitatdelapeliculade16mmlaartainstala≥iilor∆ivideo.
eaagƒsit cƒidea transformaobiectelecotidiene înartƒ.
Suntemmândrisƒprezentƒmcâtevadinlucrƒrileeipublicului
dinmoldova.acesteaincludoinstala≥ievideo,uncolajde

imagini∆iuntriptic,toatefiindnetradi≥ionaleînceeaceprive∆-
tesubiectul∆itehnicadeexecu≥ie.

Suntemprofund recunoscƒtorimuzeuluiHearddinPhoenix,
arizona;Galeriadearte Plasticechristophercardozodin
minneapolis,minnesota;nimanfineartdinSantafe,new
mexico;lynnKirby∆icelorlal≥iarti∆tipentrubunƒvoin≥alorde
aneoferilucrƒrilelorpentruexpozi≥ieîntimpul∆ederiinoastre
înmoldova.Deasemenea≥inemsƒ-imul≥umimechipeiProgra-
muluiartaînambasade,înspecialcuratoruluiimtiazHafiz,
pentrucontribu≥iadeexcep≥ielarealizareaacesteiexpozi≥ii.

Sperƒmcƒdupƒceve≥i facecuno∆tin≥ƒcuartaamericanƒ
originalƒve≥iplecacuonouƒimaginedespreculturanoastrƒ
artisticƒ bogatƒ precum ∆i despre diversitatea americanilor
careaucreataceastƒartƒ.

AmbasadorulMichaelD.Kirby∆iDnaSaraP.Kirby

moldova
aprilie2007

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

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

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

the aRT in embassies program
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ProgramulDepartamentuluideStatalStatelorUnite„artaîn
ambasade”(Paa)esteoîmbinareunicƒdintreartƒ,diploma-
≥ie∆iculturƒ.indiferentdeprocedeu,stilsausubiect,artade-
pƒ∆e∆tebarierelelingvistice∆ioferƒmijloacelecaprogramul
sƒpromovezedialogulprin intermediul limbii interna≥ionale
a artei care rezultƒ în respect ∆i în≥elegere reciprocƒ între
diferiteculturi.

conceputmodest în1964, Paaa evoluat într-un program
sofisticatcaresupravegheazƒexpozi≥ii,administrând∆iexpu-
nândoriginaleleapeste3.500delucrƒrioferitecuîmprumut
decƒtrecetƒ≥eniiStatelorUnite.acesteasuntexpuseînspa≥ii-
lepublicealeaproximativ180dere∆edin≥ealeambasadelor
∆imisiunilordiplomaticealeSUadin întreaga lume.aceste
expozi≥ii,cudiverselelor teme∆icon≥inuturi,reprezintƒunul
dintrecelemaiimportanteprincipiialedemocra≥ieinoastre:li-
bertateaexprimƒrii.artaesteosursƒdemaremândriepentru
ambasadoriiSUa,constituindunmijlocmultifunc≥ionaldeco-
municarecucomunitƒ≥ileeduca≥ionale,culturale,deafaceri
∆idiplomaticeale≥ƒriigazdƒ.

Operele de artƒ prezentate prin acest program cuprind o
varietatedestiluri∆iprocedee,începândcuportretisticacolo-
nialƒasecoluluiXViii∆ipânƒlainstala≥iilecontemporane.ele
suntob≥inutedatoritƒgenerozitƒ≥iisurselordeînchirierecare
includmuzeedinSUa,galerii,arti∆tiplastici,corpora≥ii,institu-
≥ii,∆icolec≥ionaripriva≥i.Prinintermediulexpozi≥iilor,miilede
oaspe≥icareviziteazƒre∆edin≥eleambasadelorStatelorUnite
înfiecareanauposibilitateadeaseinformadesprena≥iunea
noastrƒ–istoriasa,obiceiurile,valorile∆iaspira≥iileei–prin
percepereadirectƒacƒilorinterna≥ionaledecomunicarecu-
noscutenouƒdreptartƒ.

Programul „arta înambasade” conduce cumândrie efortul
globaldeaprezentarealizƒrileartisticealepoporuluiSUa.
Vƒ invitƒm sƒ vizita≥i pagina de pe internet a programului
http://aiep.state.gov,careînfƒ≥i∆eazƒversiunileelectronice
aletuturorexpozi≥iilordintoatƒlumea.

programul„artaînambasade”

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

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

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

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

Following the Sun and Moon: Hopi Katsina Dolls. heard mu-
seum. Phoenix, arizona. 

www.Peabody.Harvard.edu 

Pƒpu∆ileKatsinasuntdefaptnumitetithudecƒtrepopula≥ia
Hopi;Katsinasereferƒ,înprimulrândlani∆tefiin≥esupranatu-
rale,care,dupƒcumsecrede,îiviziteazƒpeoameniiHopi
prinintermediulpƒpu∆ilor.acesteafunc≥ioneazƒcani∆teme-
sageriîntrelumeaspiritelor∆iceaamuritorilor.

Palhikmanaesteopƒpu∆ƒKatsinareprezentatƒprintr-odan-
satoare, careapare uneori în timpulDansurilordenoapte
în chip de Poliimana, sau fecioarƒ-fluture, sau în chip de
fecioarƒcaremacinƒporumb.roluleidebazƒestesƒdan-
sezeundansnumitPavalhikwtuavândcapartenerunbƒrbat,
fiindacompania≥idecânteceinterpretatedeKooyemsi,sau
pƒpu∆ikatsinacucapuldenoroi.femeilecareparticipƒla
ini≥iereadansului din comunitateamarau, o comunitate de
femei,maisuntnumite∆iPalhikmana.

Pe urmele soarelui ∆i lunii: Pƒpu∆ile Hopi Katsina. muzeul
Heard.Phoenix,arizona.

www.Peabody.Harvard.edu 

farrel ami
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farrel ami
PalhiKmana KaTsina, undated. 12 x 6 in. Courtesy of the heard museum, Phoenix, arizona
PalHiKmanaKatSina,nedatatƒ.30,5x15,2cm.OferitƒdemuzeulHeard,Phoenix,arizona
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Kiet Siel (“broken pottery” in navaho) and Betatakin are two 
of the largest and best preserved cliff dwellings in navajo 
national monument, Tonalea, arizona. Tree ring dating in-
dicates that most of the timbers were cut between aD 1272 
and aD 1275; however carbon fourteen dating of the soot 
visible on the ceiling indicates that these sites were inhabited 
long before these structures were built, possibly around aD 
950. Betatakin, a 125 room cliff dwelling was begun in aD 
1250 and by aD 1300 the site was abandoned.

gene Balzer’s passions are photography and teaching pho-
tography. he has lived in Flagstaff, arizona, since 1972. 
his subject matter ranges from desert scenes and northern 
arizona’s mountains, to indian ruins and old spanish missions, 
to native american artwork. Dr. Balzer is the senior photogra-
phy faculty member at northern arizona University, where he 
teaches portrait and commercial photography, among other 
classes. Balzer’s patrons include Arizona Highways maga-
zine; hasselblad Usa; the hualapai indian Tribe; the mu-
seum of northern arizona, Flagstaff; national geographic 
society, washington, D.C.; Readers Digest Books; and Time-
life Books. 

KietSiel(“oalelesparte“dinnavaho)∆iBetatakinsuntdouƒ
celemaimari∆imaibinepƒstrateora∆erupestrealemonu-
mentuluina≥ionalnavajo,tonalea,arizona. ineleledepe
trunchiurilerƒmaseindicƒfaptulcƒmajoritatealemnuluiafost
tƒiatîntreanii1272∆i1275e.n.;totodatƒ,testuldecarbon,
efectuat lafuningineavizibilƒpetavanul locuin≥ei,arƒtƒcƒ
aceste locuri erau locuite cumult înainte de a fi construite
locuin≥ele date, posibil în jurul anului 950e.n.construc≥ia
ora∆ului rupestruBetatakin, unora∆din125decamere,a
fostînceputƒîn1250e.n.,iarcƒtreanul1300loculafost
abandonat.

GeneBalzerestepasionatdefotografie∆idepredareaar-
tei fotografice.el locuie∆te înflagstaff,arizona,din1972.
Spectruldesubiecteceîlintereseazƒvariazƒdelascenede
de∆ert ∆imun≥ii din nordul statului arizona, ruinele triburilor
indiene∆ivechilemisiunialespaniolilor,pânƒlaartalocalƒ
dinamerica.Dr.Balzeresteabsolventalfacultƒ≥iideartƒfoto-
graficƒalUniversitƒ≥iinorthernarizona,unde,pelângƒalte
cursuri,predƒartaportretului∆ifotografiacomercialƒ.Balzer
colaboreazƒcu:revistaarizonaHighways;HasselbladUSa;
theHualapaiindiantribe;muzeuldinarizonadenord,flag-
staff;nationalGeographicSociety,Washington,D.c.;rea-
dersDigestBooks;∆itime-lifeBooks.

gene balzer (1938)
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gene balzer
BeTaTaKin OVeRlOOK, undated
Color photograph, 24 x 30 in. 
Courtesy of the artist, Flagstaff, arizona

PriVireaSUPraBetataKin-UlUi,nedatatƒ
fotografiecolor,61x76,2cm
Oferitƒdeartist,flagstaff,arizona

gene balzer
KieT siel, undated
Color photograph, 24 x 30 in. 
Courtesy of the artist, Flagstaff, arizona

KietSiel,nedatatƒ
fotografiecolor,61x76,2cm
Oferitƒdeartist,flagstaff,arizona
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D.Y. Begay is a navajo born to Totsohnii, the Big water 
people, and Ta’chii’nii, the Red streak earth people. D.Y. is a 
weaver, and a daughter of a weaver’s daughter. she learned 
at an early age to shear sheep, and to card and spin wool. 
her parents showed her which plants to pick for dyeing the 
fleece to obtain the varied and subtle colors she uses in her 
weaving. as she says, “everything in my weaving is natural. 
i use the same techniques passed from my ancestors to me to 
create designs that have artistic and traditional values.” D.Y. 
has exhibited her weavings at the indian market in santa Fe, 
new mexico; the lawrence indian arts show in lawrence, 
Kansas; the heard museum in Phoenix, arizona; the scotts-
dale indian artists of america show in arizona; and numer-
ous galleries in new York City; newark, new Jersey; Phila-
delphia, Pennsylvania; washington, D.C.; and Connecticut. 
among her many credits are co-curating exhibitions in new 
York (national museum of the american indian, smithsonian 
institution) and in santa Fe (wheelwright museum) as well 
as serving as a consultant to many museums, galleries and 
private collectors throughout the country. her early schooling 
was on the reservation, and later at arizona state University 
at Tempe, where she received her Bachelor of Fine arts de-
gree in arts and art education. 

D.Y.Begays-anƒscutînnavajo,întribultotsohnii,Oamenii
de laapamare∆ita’chii’nii,OameniidepePƒmântulcu
Dungiro∆ii.D.Y.esteo≥esƒtoare,dar∆i fiicauneifiicede
≥esƒtoare.Delavârstƒfoartefragedƒeaaînvƒ≥atsƒtundƒ
oile,sƒpieptene∆isƒtoarcƒlânƒ.Pƒrin≥iiei i-auarƒtatce
plantesƒculeagƒpentruavopsilâna∆ipentruaob≥ineculori
variate∆i rafinate.Dupƒcumspuneea,“totce faceudin
lânƒestenatural.eufolosescacelea∆itehnologiipecarele
foloseau∆istrƒmo∆iimei∆icreezmodelecareauatâtvaloare
artisticƒ,cât∆itradi≥ionalƒ.“D.Y.∆i-aprezentatlucrƒriledin
lânƒlatârgulindiandinSantafe,newmexico;lalawren-
ceindianartsShowdinlawrence,Kansas;lamuzeulHeard
din Phoenix,arizona; laShowularti∆tilor indieni americani
dinScottsdale,arizona;∆inumeroasegaleriidinnewYork;
newark,newJersey;Philadelphia,Pennsylvania;Washin-
gton,D.c.;∆iconnecticut.Printremeriteleeisenumƒrƒcola-
borarealaorganizareaanumeroaseexpozi≥iiînnewYork
(muzeulna≥ional al indieniloramericani, din Smithsonian
instituion)∆iînSantafe(muzeulWheelwright)precum∆iacti-
vitateaîncalitatedeconsultantanumeroasemuzee,galerii
∆icolec≥iiprivatedinîntreaga≥arƒ.Studiilele-adesfƒ∆uratîn
rezerva≥ie,iarmaitârziu,laUniversitateadeStatdinarizo-
na,latemple,aprimitdiplomadelicen≥iatînarte∆iStudii
Umanitare.

d.y. begay
TwO POinTs, 2005

wool warp, wool weft in the natural color and aniline dyed black, 60 x 35 in.
Courtesy of the artist, scottsdale, arizon

DOU√PUncte,2005
Plapumƒ∆i≥esƒturƒdinlânƒdeculoarenaturalƒvopsitƒînnegrucuanilinƒ,152,4x88.9cm

Oferitƒdeartist,Scottsdale,arizona

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

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

edwardcurtis,maitârziunumitdeuneletriburi“Vânƒtorde
Umbre,“s-anƒscutîn1868înapropierealocalitƒ≥iiWhite-
water,Wisconsin. În 1874, familia curtis s-a mutat la la
Sueurcounty,minnesota.curtis ∆i-aconstruitprimulaparat
de fotografiat la12ani ∆i s-a învƒ≥at sƒdevelopeze filmul
∆i sƒ imprime fotografiile. la17anieleradejaucenicde
fotograflaSt.Paul,minnesota.Dupƒomuncƒdemaibine
30deani,investindunmilion∆ijumƒtatededolari∆icuaju-
torulunuigrupmaredementori,cercetƒtori,savan≥i,editori,
me∆te∆ugari∆ime∆teri,translatori,creditoriceîlsimpatizau∆i
s-audoveditîn≥elegƒtori,precum∆iamaimarilortriburilor∆i
aoamenilordindomeniulmedicinii,curtis apublicat „the
northamerican indian” întreanii1907 ∆i1930.aceasta
a cuprins 20de volume cumaimult de2200de gravuri
fotografice,reprezentândoînregistrareavestigiilorfotografi-
ce∆ietnograficeamaimultde80dena≥iunibƒ∆tina∆edin
americadenord.

curtisaelaboratepropriametodƒ înacestdomeniu, “cele
25depunctecardinale“pentruaputeacolectainforma≥iidin
toatesferelevie≥ii∆icredin≥eiindienilor,inclusivvocabularul,
organizareapoliticƒ∆isocialƒ,obiceiurilereligioase,locuin-
≥ele,ob≥inerea∆ipreparareahranei,geografia,jocurile,ves-
timenta≥ia,greutƒ≥ile∆iunitƒ≥iledemƒsurƒ,muzica∆idansul,
precum∆iobiceiurilelegatedena∆tere,nuntƒ∆imoarte.

edward s. curtis (1868-1952)
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edward s. curtis
hOPi man, c. 1921
Contemporary platinum print 
18 x 14 in.
Courtesy of Christopher Cardozo 
Fine art, minneapolis, minnesota

B√rBatHOPi,1921
tiparcontemporanpeplatinƒ,
45,7x35,6cm
Oferitƒdechristophercardozo
fineart,minneapolis,minnesota
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Canyon de Chelly (pronounced “de chay”, after the navaho 
“Ta shay”) was one of the most sacred places for the na-
vaho and remains so to this day. it is located in northeastern 
arizona in the heart of navaho country. Of Curtis’ 50,000 
negatives this is considered to be one of his ten most impor-
tant and powerful. The insignificance of man relative to nature 
is clearly illustrated through the sheer size of enduring cliff 
formations (over 1,000 feet high) that surround the riders. 

canyondechelly ( sepronun≥ƒ„dechay”,dupƒdialectul
navaho„taShay”)afost∆irƒmânepânƒastƒziunuldintre
locurilecelemaisacrealenavaho.estesituatînnordulari-
zonei,îninimaregiuniinavaho.Dincele50,000denegati-
vealeluicurtis,acestaesteconsideratafiunuldincelezece
celemaiimportante∆imaiimpresionante.lipsadesemnifica-
≥ieaomuluiîncompara≥iecunaturaestearƒtatƒclarprinmƒ-
rimeaabsolutƒaforma≥iunilorstâncoase(înaltedemaibine
de1,000depicioare)careînconjoarƒcƒlƒre≥ii.

edward s. curtis
CanYOn De ChellY-naVahO, 1904. Contemporary platinum print, 14 x 18 in. Courtesy of Christopher Cardozo Fine art, minneapolis, minnesota

caniOnUlDecHellY-naVaHO,1904.tiparcontemporanpeplatinƒ,35,6x45,7cm
Oferitƒdechristophercardozofineart,minneapolis,minnesota
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nampeyo (1860?–1942) was a hopi potter who lived on 
the hopi Reservation in present-day arizona. her Tewa name, 
num-pa-yu, means “snake that does not bite.” she was born 
at hano Pueblo, which is primarily made up of descendants of 
the Tewa tribe who fled west to hopi lands after the Pueblo Re-
bellion of 1680. her mother, Ootca-ka-o was Tewa; her father 
Qots-vema, from nearby walpi Pueblo, was hopi. nampeyo 
was eventually considered one of the finest hopi potters. she 
learned pottery making from her paternal grandmother, and de-
veloped her own style based on traditional designs. her work 
was purchased for the smithsonian institution and by collectors 
worldwide. in 1904 and 1907, she produced and sold pot-
tery at the grand Canyon lodge owned by the Fred harvey 
Company. nampeyo and her husband traveled to Chicago 

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

nampeyo (1860?–1942)a fostunolarHopicare trƒia în
rezerva≥iaHopiîn.arizonacontemporanƒ.numeleeitewa,
num-pa-yu,înseamnƒ“∆arpelecarenumu∆cƒ.“eas-anƒscut
laHanoPueblo,formatînmarepartedinurma∆iitribuluite-
wa,careaumerspecaleaapeipânƒlapƒmânturileHopi,
dupƒrƒscoaladinPueblo(Pueblorebellion)din1680.ma-
maei,Ootca-ka-oeraotewa;tatƒl,Qots-vema,originardin
împrejurimilelocalitƒ≥iiWalpiPueblo,eraunHopi.maitârziu
nampeyoafostconsideratƒunadintreceimaiiscusi≥iolari
Hopi.eaadeprinsartaolƒrituluidelabunicaeidinpartea
tatei∆i∆i-aelaboratunstilpersonalbazatpemodeleletradi-
≥ionale.lucrƒrileeiaufostachizi≥ionatedecƒtreSmithsonian
institution∆idecƒtrecolec≥ionariidinîntreagalume.În1904
∆i1907eaconfec≥ionat∆ivândutceramicƒlagheretadela
Grandcanyon,proprietateacompanieifredHarvey.nam-
peyo∆iso≥uleiaumerslachicagoîn1898∆i1910pentru
a-∆iexpunelucrƒrile.În1925nampeyoaînceputsƒ-∆ipiar-
dƒvederea,daracontinuatsƒmodelezevaselecuajutorul
sim≥uluitactil.acestedinurmƒoaleaufostornamentatedecƒ-
tremembriifamilieiei,inclusivdecƒtreceledouƒfiice,care
deasemeneaaudevenitme∆teriolarirenumi≥i.eaacontinuat
sƒlucrezeculutulpânƒîn1942,cânds-astinsdinvia≥ƒ.

edward s. curtis
The POTTeR – hOPi (namPeYO), c. 1906
Contemporary platinum print, 18 x 14 in. 
Courtesy of Christopher Cardozo Fine art, minneapolis, minnesota

OlarUlHOPi(namPeYO), c. 1906 
tiparcontemporanpeplatinƒ,45,7x35,6cm
Oferitƒdechristophercardozofineart,minneapolis,minnesota
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Ordinarily the only garment of the primitive hopi 
woman was an undyed cotton robe, which 
passed under the left arm and was fastened 
above the right shoulder, the edges overlapped 
at the right side, and the robe was tied with an 
embroidered belt. arms and lower legs were left 
bare. On special occasions women wore deer-
skin moccasins, to which were attached white 
leggings of the same material, each consisting 
of half of a large skin, which was wrapped 
round the calf like a thick bandage.

Deobicei, singura îmbrƒcƒmintea femeiipri-
mitivedintribulHopieraorobƒnevopsitƒde
bumbac, trecutƒpesubbra≥ul stâng∆i legatƒ
de-asupraumƒruluidrept,poaleledindreapta
fiind suflecate ∆i roba fiind legatƒcuocurea
brodatƒ.Bra≥ele∆iparteadejosapicioarelor
eraulƒsatedezgolite.laocaziispecialefemei-
lepurtaumocasinidinpieledecerb,laacestea
fiindanexatejambieredinacela∆imaterial,fie-
carereprezentândobucatƒlatƒdepiele,care
seînfƒ∆uraînjurulgambei,caunbandajgros.

edward s. curtis
hOPi mOTheR, 1922. Contemporary platinum print, 18 x 14 in.

Courtesy of Christopher Cardozo Fine art, minneapolis, minnesota

mam√HOPi,1922.tiparcontemporanpeplatinƒ,45,7x35,6cm
Oferitƒdechristophercardozofineart,minneapolis,minnesota
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such large capacity storage rooms as the Fire House Granary 
in the san Juan-anasazi wilderness, Utah and the Cave Town 
of the Rio de Chelly, Utah are scattered throughout this region 
of the southwest. some storage rooms show evidence of hav-
ing been burned out. This may have been a practice to kill 
bacteria and fungi, if a previous food cache showed signs 
of rot. while the nearby canyon bottom is narrow with little 
area for crops, dwellings and signs of dry land agriculture are 
found on the mesa above. 

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

although commercial photography provides his living, his 
heart is with black and white fine art photography. in recent 
years, super large format cameras have been his choice of 
hardware, with 7 x 17 inch and 12 x 20 inch formats com-
prising most of his output. his work has been exhibited at 
the museum of northern arizona and the Coconino Center 
for the arts, both in Flagstaff arizona, and the maine Photo-
graphic workshops, Rockport. gilbert’s patrons include the 
Ford motor Company, general motors, Chrysler, Citroen, 
and hyundai.

Spa≥iideoasemeneacapacitatededepozitarecaîn„incen-
diulunuiambar”dinSanJuan-anasaziWilderness,Utah∆iîn
Ora∆uldinPe∆terƒoftheriodechelly,Utah,suntîmprƒ∆tiate
pestetotînregiuneadinSud-vest.Uneledintreacesteapre-
zentƒmƒrturiicƒaufostarse.aceastaparesƒfifostomoda-
litatedeanimicibacteriile∆iciupercile,atuncicândrezervele
dehranƒ începeau sƒdea semnedemucegai, în timpce
depresiuneacanionuluiînvecinateîngustƒcupu≥inesuprafe≥e
pentruaficultivate,peparteadesus,platƒ,acolinei,sevƒd
semnedea∆ezƒricupƒmântcultivat.

În1979,russGilbert,∆i-aînceputcarierafotograficƒîncali-
tatedefotografceseocupadefotografiiledeabsolvire.În
1985elaabsolvitUniversitateanorthernarizona,ob≥inând
specialitateadefotografcomercial∆ipornindoproprieaface-
reîndomeniulfotografieicomercialeînacela∆ian.

De∆iî∆icâ∆tigƒexisten≥adinfotografiacomercialƒ,pasiunea
luiestefotografiaartisticƒalb-negru.Înultimiianiapreferat
aparatelecuformatfoartemarede7x17inch∆i12x20,
acestafiindformatulmajoritƒ≥iilucrƒrilorsale.acesteadinur-
mƒaufostexpuselamuzeuldinarizonadenord∆icentrul
deartƒcoconino,precum∆iînflagstaffarizona,laateliere-
lefotograficedinmaine,rockport.Gilbertcolaboreazƒcu
companiafordmotor,Generalmotors,chrysler,citroen∆i
Hyundai.

russ gilbert (1962)
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russ gilbert
FiRe hOUse gRanaRY, undated. Color photograph, 30 x 24 in. Courtesy of the artist, Flagstaff, arizona
incenDiUlUnUiamBar,nedatatƒ.fotografiecolor,76,2x61cm.Oferitƒdeartist,flagstaff,arizona
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russ gilbert
CaVe TOwn, undated. Black and white photograph, 30 x 24 in. Courtesy of the artist, Flagstaff, arizona
 Ora≈UlDinPe≈ter√,nedatatƒ.fotografiealb-negru,76,2x61cm.Oferitƒdeartist,flagstaff,arizona
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The recent work of lynn marie Kirby uses shape and form 
to excavate (her term) both the particularity of individual mo-
ments, and the cycles of lived, embodied existence, of artistic 
creation, of motherhood and family life, or urban dwelling 
and international transit. her work is, ultimately, about the 
structures we use to access our world, and what we care most 
about in it. This is often accomplished by the use of chance 
elements, as when she exposes raw film stock to the available 
light in specific locations (in the Latent Light Excavations se-
ries), while other work explores the rhythms and temporal drifts 
inherent in video’s capacity for the long take (as in the Time 
Dilations series). however, Kirby’s methods of collecting visual 
and aural data are always supplemented by rigorous process-
es of re-ordering. available light is channeled into deliberate 
shapes and forms, and recordings of lived experiences are 
manipulated and expanded so as to allow their subtle formal 
patterns and aesthetic characteristics to emerge. These forms 
frequently allude to the so-called purity of modernist painting. 
But Kirby uses this history in order to foreground the impurity 
and “messiness” of daily existence. her art brings the logics 
of high art back into the private realm, as a deeply personal 
way of looking and a set of possibilities available to us all.

– michael sicinski, lecturer
Department of Transmedia, syracuse University

Înactivitateasarecentƒ,lynnmarieKirbyfolose∆teformapen-
truadezgropa(termenulautoarei)concomitentparticularitƒ≥i-
lemomentelorsingulare∆icircuitulexisten≥eiparcurse,trƒite,
încorporate,alecrea≥ieiartistice,alematernitƒ≥ii∆ialevie≥ii
defamiliesaualelocuin≥eiurbane∆ialetranzituluiinterna≥io-
nal.muncaei≥ine,înultimƒinstan≥ƒdestructurilepecarele
folosimpentruaaveaacceslalumeanoastrƒ,precum∆ide
lucruriledecarenepasƒcelmaimultînaceastƒlume.aceas-
tasepoateuneori realizaprinutilizareaelementeloroferite
de∆ansƒ,caîncazulîncareeadevelopeazƒmaterialulde
pefilmlaluminalacareareaccesînanumiteloca≥ii(seriare-
vela≥iileluminiilatente)întimpceînaltelucrƒrisuntexplorate
ritmurile∆icircuitultemporarspecificcapacitƒ≥iideimprimare
aimaginiipentruoperioadƒlungƒdetimp(caînseriaDilatƒ-
riletimpului).totodatƒ,metodeledoamneiKirbydeacolecta
informa≥iavizualƒ∆iceadeaurƒestemereucompletatƒde
procesederearanjareriguroasƒ.luminadisponibilƒesteca-
nalizatƒînforme∆iprofilurideliberate,astfelcƒînregistrƒrile
experien≥elor trƒite sunt manevrate ∆i extinse, în a∆a fel ca
structurileformalesubtile∆icaracteristicileesteticealeacesto-
rasƒpoatƒie∆ilaivealƒ.acesteformeamintescfrecventde
a∆a-numitapuritateapicturiimoderniste.DarKirbyfolose∆te
aceastƒistoriepentruaeviden≥iacaracterulimpur∆idezordi-
neaexisten≥eicotidiene.artaeiaducelogicaarteiînalteîna-
poiînlimiteleparticularului,într-unmodprofundpersonalde
aprivi,oferindu-ne∆iunsetdeposibilitƒ≥iaflateladispozi≥ia
noastrƒatuturor.

–michaelSicinski,lector
facultateaartelorVizuale
UniversitateadinSyracuse

lynn ma rie kir by (born 1951)
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lynn ma rie kir by
TRaCes OF ameRiCan liFe. a series of video installations, undated. Courtesy of the artist, san Francisco, California
UrmealeVie≤iiamericane.Oseriedeinstala≥iivideo,nedatatƒ.Oferitƒdeartist,Sanfrancisco,california

This collection of video works Traces of American Life, is 
made up of records of time passing. These projects speak 
about american experience – daily life in the home, our sense 
of community through shared celebrations and our infatuation 
with mobility seen as we travel in our cars through the land-
scape. lynn marie Kirby’s work has been widely exhibited 
in galleries and museums including the whitney museum of 
american art and the museum of modern art, both in new 
York City; the Olympic museum, sarajevo, Bosnia and her-
zegovenia; the Pompidou Centre and Theatre entrepot in 
Paris, France; luna Park and the arsenal in Berlin, germany; 
the Portland museum of art, Oregon; the Kennedy Center, 
washington D.C.; and the museum of modern art in san 
Francisco, California, as well as in a retrospective at the san 
Francisco Cinematheque.

aceastƒcolec≥iede lucrƒri video„UrmealeVie≥iiamerica-
ne”,estealcƒtuitƒdindovezialetimpuluicaretrece.aceste
proiectevorbescdespreexperien≥aamericanƒ,desprevia≥a
noastrƒ cotidianƒ, despre sentimentul nostru de comunitate
prinsƒrbƒtoricomune∆ipasiuneanoastrƒpentrumobilitate,
privitƒcaocƒlƒtoriecuma∆inapepƒmânturilenatale.Ope-
ra lui lynnmarie Kirby a fost expusƒ pe larg în galerii ∆i
muzee, inclusivmuzeuldeartƒamericanƒWhitney∆imu-
zeuldeartƒmodernƒ,ambeleaflatelanewYork;muzeul
Olimpic,Sarajevo,Bosnia∆iHerzegovina;centrulPompidou
∆iteatrulentrepotdinParis;lunaPark∆iarsenaldinBerlin,
Germania;muzeuldeartƒPortland,Oregon;centrulKenne-
dy,WashingtonD.c. ∆imuzeuldeartƒmodernƒdinSan
francisco,california,precum∆i retrospectiv lacinemateca
dinSanfrancisco.
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The way that we think about the landscape around us is a clue 
to the way we think of ourselves. like painting and sculpture, 
there is a long tradition of film as a landscape medium. The 
deep space of the film screen lends itself to the vista of land-
scape. we see this use of space most notably in american 
westerns and Road movies. in this triptych Kirby works with 
the construction of a filmic space. The film frame set within the 
video frame reminds us of the reframing that happens as we 
transfer old movies to DVD. how is history reframed, who is 
framing? The construction of the film as material, the sprocket 
holes, the flash frames between shots, the movement between 
long shot and close-up, remind us of the subjectiveness of our 
views. This triptych explores the american landscape, as a 
place of labor, memory, and change. The road trip as a rite 
of passage.

felulîncaregândimdesprepƒmântuldinjurulnostruesteun
indicatoral felului încaregândimdesprenoi în∆ine.ca∆i
pictura∆isculptura,existƒo lungƒtradi≥iedefilmcamijloc
deadescriepeisajul.Spa≥iuladâncalecranuluiestepusîn
serviciulpeisajului.Vedemaceastƒutilizareaspa≥iuluiînspe-
cialînfilmeleWesternamericane∆ifilmeledesprecƒlƒtorii.
ÎnacesttripticKirbyconstruie∆teunspa≥iudefilm.cadrulde
filmsituatîntr-uncadruvideoneaminte∆tededublareacadre-
loratunci când transferƒm filme vechipeDVD.construc≥ia
filmuluica∆imaterial,pauzele,cadrelescurtedintreimagini,
mi∆careadelaoimaginelungƒ∆iunprimplan,neaminte∆te
depovarasubiectivƒaviziunilornoastre.acesttripticexplo-
reazƒpeisajul american, ca un localmuncii, amintirilor ∆i
schimbƒrilor.

lynn ma rie kir by
 FielDs OF gRain, undated. Video installation. Courtesy of the artist, san Francisco, California
c˛mPiicUGr˛ne,nedatatƒ.instala≥ievideo.Oferitƒdeartist,Sanfrancisco,california
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This project is part of the Latent Light Excavation series, a con-
tinuation of Kirby’s interest in american history and its residue 
in the landscape; sites carry traces of their functional history, 
but also act as reservoirs of memory. each final video in the 
series is a document of the landscape itself, a slice through 
time to what lies below the visible, an archive, a celebration 
or critique of what it means to be an american. Refracted 
Case Histories deals with immigration, with the Diaspora of 
plants and systems, rather than people. similar to plants, im-
ported ideas are transformed by their transplantation. Catholi-
cism has always absorbed significant elements of new host 
cultures; visually this is manifest in architecture. 

acestproiectfacepartedinseriaexcava≥ialatentƒaluminii,
ocontinuareainteresuluiluiKirbyfa≥ƒdeistoriaamericanƒ∆i
rƒmƒ∆i≥elepeisajuluiei;anumitelocuripoartƒurmeleistoriei
lorfunc≥ionale,darservesc∆icarezervoaredeamintiri.fieca-
revideofinaldinserieesteundocumentaînsƒ∆ipeisajului,o
sec≥iuneatimpuluicarenearatƒceseaflƒdupƒceeaceeste
vizibil,oarhivƒ,ocelebraresaucriticƒaceeaceînseamnƒ
sƒfiiamerican.istoriirefractateabordeazƒproblemaimigra-
≥iei,maimultcudiasporaplantelor∆isistemelor,decâtaoa-
menilor.lafelcumseîntâmplƒcuplantele,ideileimportate
sunttransformatedupƒtransplantare.catolicismulaabsorbit
întotdeaunaelementesemnificativeanoilorculturigazdƒ;vi-
zualacestfaptsemanifestƒînarhitecturƒ.

lynn ma rie kir by
 ReFRaCTeD Case hisTORies, undated. Video installation. Courtesy of the artist, san Francisco, California

iStOriirefractate,nedatatƒ.instala≥iivideo.Oferitƒdeartist,Sanfrancisco,california
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Six Shooter is a short improvisation with the mythos of the 
american west. The invisible america is projected into the 
landscape, from film and myth, with a young boy in his cow-
boy costume. a critique and a study of the masculine: the 
myth of the loner and the outlaw, an ode to movie directors 
John Ford and howard hawks. 

≈ase≤inta∆iesteoscurtƒimproviza≥ieînbazamiturilorVestu-
luiamerican.americainvizibilƒproiectatƒasuprapƒmântu-
lui,dinfilme∆imituri,cuunbƒiattânƒrîncostumdecow-boy
esteocriticƒ∆iunstudiualmasculinitƒ≥ii:mitulsinguraticului∆i
alnelegiuitului,oodƒregizorilordefilmJohnford∆iHoward
Hawks.

lynn ma rie kir by
 six shOOTeR, undated. Video installation. Courtesy of the artist, san Francisco, California

≈aSe≤inta≈i,nedatatƒ.instala≥ievideo.Oferitƒdeartist,Sanfrancisco,california
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Taking original video material from a July 4th barbeque, Kirby 
manipulated the image in the computer. she uses the chang-
ing amplitude of Jimi hendrix’s Star Spangled Banner and 
the changing pitch of John Phillip sousa’s Stars and Stripes to 
determine the frame rate of the original material. we don’t 
hear hendrix or sousa, but their scores decide the pace of the 
work. On the edge of a critique and celebration of american 
life, this re-filtered July 4th gathering speaks of the transmis-
sion of history and concepts of nationhood in a manner that 
is both complex and unsettling, an antidote to obsessive flag 
waving. 

luândunmaterialvideooriginaldelaopetrecerecufrigƒrui
cuocaziazileide4iulie,Kirbyaprelucratimaginilelacom-
puter. ea utilizeazƒamplitudinea variabilƒ a piesei lui Jimi
HendrixStarSpangledBanner ∆i tonul variabilalpiesei lui
JohnPhillipSousa,StarsandStripespentruadeterminaca-
drulmaterialuluioriginal.nuîiauzimpeHendrixsauSousa,
însƒmuzicalordeterminƒritmullucrƒrii.lalimitadintrecriti-
cƒ∆ilaudƒavie≥iiamericane,aceastƒpetrecerede4iulie
prelucratƒnevorbe∆tedespre transmiterea istoriei ∆idespre
conceptul de na≥ionalitate într-un mod pe cât de complex,
peatâtdetulburƒtor,unantidotpentrufluturareaobsesivƒa
steagului.

lynn ma rie kir by
 TwilighT’s lasT gleaming, undated. Video installation. Courtesy of the artist, san Francisco, California
UltimaStr√lUcireaaSfin≤itUlUi,nedatatƒ.instala≥ievideo.Oferitƒdeartist,Sanfrancisco,california



��

For the Residue of Life series Kirby began scanning food wrap-
pers, her son’s clothes as he outgrew them, and ordinary ob-
jects that we surround ourselves with. Using the scanner to 
record moments, these prints serve as memory notations and 
celebrations of a particular time, a particular flavor, a particu-
lar stage of growth. These scans are documents of a particular 
age – a contemporary archeology. a record of fleeting time. 
we see shifting global trends by noticing where goods are 
manufactured on labels and the shifting technologies of our 
desktops. even before a child is born in the United states the 
child is welcomed into the community of its parents and family 
through the giving of gifts. Often these small, precious items 
are worn only a few times before the children outgrow them. 
Yet these objects retain a kind of totemic power. it is hard to 
give them away; they carry traces of our memories and experi-
ence. These scans function in place of the original objects, any 
residual attachment to the object has been transmitted into the 
image. The original object is now free to be passed along, 
creating and maintaining a chain of love and welcoming.

Pentruseriareziduurilevie≥iiKirbyaînceputsƒscanezeambala-
jepentruproduselealimentare,hainelefiuluieidupƒceacres-
cutdinele∆iobiecteobi∆nuitecareneînconjoarƒ.Scanerul
fiindfolositcainstrumentpentruaimortalizaanumitemomente,
acesteimaginiimprimateneamintesc∆isƒrbƒtorescanumite
perioade,anumitemirosuri,anumiteetapedecre∆tere.aceste
materialescanatesuntdocumentealeuneiepoci–arheologie
contemporanƒ.Dovezialetimpuluicarezboarƒ.Vedemcum
seschimbƒtendin≥eleglobaleobservândundesuntfabricate
lucrurile∆icumseschimbƒtehnologiilecalculatoarelornoas-
tre.chiar∆i înaintedeasena∆te, înStateleUniteuncopil
esteprimitîncomunitateapƒrin≥ilor∆ifamilieiluiprinoferirea
cadourilor.Deseoriacestemici,superbeobiectesuntpurtate
doardecâtevaoriînaintecaacesteasƒfiedejamici.totu∆i
elepƒstreazƒoanumitƒputeretotemicƒ.estegreusƒrenun≥i
laele;elepoartƒurmealeamintirilor∆iexperien≥elornoastre.
imaginile scanate func≥ioneazƒ în locul obiectelor originale,
oriceata∆amentrezidualalobiectelorafosttransmisimaginii.
Obiectuloriginalesteacumlibersƒfietransmismaideparte,
creând∆imen≥inândunlan≥dedragoste∆ibunƒvoin≥ƒ.

lynn ma rie kir by
 BOOTies, undated. Digital scan. 55 x 40 in. each. Courtesy of the artist, san Francisco, California

PaPUcei,nedatatƒ.imaginescanatƒdigital.139,7x101,6cmfiecare.Oferitƒdeartist,Sanfrancisco,california
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we surround ourselves with ordinary objects. Do these objects 
change from culture to culture? what is on the desk in front of 
you and how is it different from the desk of last year? These 
scans are records of the shifting technologies with which we 
work, as well as the idiosyncratic objects with which we sur-
round ourselves. The grid varies in size depending on the 
dimension of the installation site.

neînconjurƒmcuobiecteobi∆nuite.Seschimbƒoareaceste
obiectedelaculturƒlaculturƒ?ceseaflƒpebirouînfa≥ata
∆iîncemodsuntacesteobiectediferitedeceleceseaflau
pebiroultƒuanultrecut?acesteimaginiscanatesuntdovezi
aletehnologiilorschimbƒtoarecucarelucrƒm,cât∆iaobiec-
teloridiosincrasicecucareneînconjurƒm.Dimensiuneagrilei
variazƒîndependen≥ƒdeloculundeafostinstalatƒ.

lynn ma rie kir by
 DesK, undated. Digital scans. 8 x 10 in. each. Courtesy of the artist, san Francisco, California

BirOUl,nedatatƒ.imaginiscanatedigital.20,3x25,4cmfiecare.Oferitƒdeartist,Sanfrancisco,california
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working in various woods, clay, cast bronze, fabricated 
bronze and stone. The majority of sculptures created by arlo 
namingha reflect his Tewa/hopi background. Using the idea 
of design, form, and movement, he minimizes these literal im-
ages not to recreate them but to draw from them and from his 
personal experiences. his work not only reflects the figurative 
aspect of his native people and cultural deities but also the 
idea of scenery and landscape as well as symbolism. 

arlo namingha is from the Tewa/hopi tribe, and the eldest 
son of internationally known artist Dan namingha. he was 
born in santa Fe, new mexico, and raised in san Juan 
Pueblo, new mexico. growing up with his native culture, 
he began carving Katsina dolls at an early age. working 
on commissions in his early twenties, he started producing 
wood sculptures and now works in wood, clay, stone, fab-
ricated and cast bronze. his works are included in many 
private collections, and he has also given generously to vari-
ous organizations and fundraisers throughout new mexico. 
namingha’s works are in the permanent collections of the 
Palm springs Desert museum, California; the montclair art 
museum, montclair, new Jersey; and the U.s. embassy in 
Uzbekistan. The albuquerque museum of art and history in 
new mexico commissioned arlo to do a sculpture for their 
permanent collection. 
 

alucratcudiferitetipuridelemn,lut,bronzturnat∆ipiatrƒ.
majoritateasculpturilorcreatedecƒtrearlonaminghareflec-
tƒoriginilesaletewa/Hopi.folosindideeadedesign,for-
mƒ∆imi∆careelminimizeazƒacesteimaginiliteralenupentru
alerecrea,darpentruaseinspiradinele∆idinexperien≥a
personalƒ.lucrƒrilesalenunumaicƒreflectƒaspectelefigu-
ratealepoporuluisƒu∆iazeitƒ≥ilor,dar∆iideeademediu
înconjurƒtor∆idepeisaj,precum∆idesimbolism.

arlonaminghaestedintribultewa/Hopi,∆iestefiulcelmai
marealartistuluicurenumeinterna≥ionalDannamingha.el
s-anƒscutînSantafe,newmexico,∆iacrescutînsatulSan
JuanPueblo,newmexico.crescândînmediulsƒucultural
nativ,laovârstƒfoartefragedƒelaînceputsƒsculptezepƒ-
pu∆idinlemn.lavârstade20deanilucrândlacomandƒel
aînceputsƒrealizezesculpturidinlemn∆isƒlucrezeînlemn,
lut,bronzfabricat∆i turnat.lucrƒrile luisunt incluseînmulte
colec≥iiprivate∆ieldeasemeneaadonatlucrƒridiferitoror-
ganiza≥ii∆icolectoridefonduridinnewmexico.lucrƒrilelui
naminghaseaflƒ încolec≥iapermanentƒamuzeuluiPalm
SpringsDesert,california;muzeuldeartƒmontclair,mont-
clair,newJersey;∆iambasadaStatelorUniteînUzbekistan.
muzeuldeartƒdinalbuquerque∆imuzeuldeartƒ∆iistorie
dinnewmexicoi-aucomandatluiarlosƒfacƒosculpturƒ
pentrucolec≥ialorpermanentƒ.

ar lo na min gha (born 1973)

ar lo na min gha
PUeBlO singeR #2, 2003-2006. Bass wood, 28 ½ x 10 x 5 in. 

Courtesy of the artist, and niman Fine art, santa Fe, new mexico

c˛ntƒre≤UlDinPUeBlO#2,2003-2006.lemndetei,72,4x25,4x12,7cm
Oferitƒdeartist∆idenimanfineart,Santafe,newmexico
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Dan namingha is from the Tewa-hopi tribe. he has been 
showing professionally as an artist for thirty years. his works 
command unwavering respect for the earth and spirit of his 
ancestry, the beautiful heritage that is the heart of his creativ-
ity. he is constantly drawn to his roots so deeply embedded in 
ceremony yet allows us only a guarded glimpse of his sacred 
traditions. The spirit messengers, the Katsinas representing 
blessings, ancestors and cloud people – all of these form the 
interim of visage between the physical and the spirit world. 

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

Dannaminghaesteoriginardintribultewa-Hopi.el∆i-ade-
monstratmƒiestriadeartisttimpde30deani.lucrƒrileluiin-
spirƒunprofundrespectpentrupƒmântul∆ispiritulstrƒmo∆ilor
lui, frumoasamo∆tenirecareeste izvorulcreativitƒ≥iisale.el
esteînpermanen≥ƒatrasderƒdƒcinilesalecaresuntatâtde
adâncîncadrateînritualuri,darnepermitesƒaruncƒmdoar
oprivirerapidƒasupratradi≥iilorsacre.mesageriispriritelor,
Katsinacarereprezintƒbinecuvântarea,strƒmo∆i∆ioameniai
cerului–toateacesteaformeazƒtrecereadintrelumeafizicƒ
∆iceaaspiritelor.

naminghapicteazƒ∆isculpteazƒimaginialepƒmântuluisƒu
natal∆ialepoporuluisƒu,mereucuaceea∆iintegritatecei-a
fostinsuflatƒdeaceaprofunzimeacredin≥ei∆idragosteade
spirit.Desenul∆ipicturaerauopartenaturalƒacopilƒrieiîn
tribulHopi.Îiofereaoposibilitatedea-∆iexprimasentimente-
leputernicefa≥ƒdecultura∆imediullui,aceastafiindcalea
cƒtrelibertateacreativƒ.Danestedepƒrerecƒschimbarea∆i
evolu≥iasuntoliniecontinuƒ–social,politic∆ispiritual–∆icƒ
viitorulplaneteinoastre∆iapartenen≥alarasaumanƒtrebuie
sƒfiemonitorizatepentruaasigurasupravie≥uireaînspiritul
diversitƒ≥ii culturale ∆i tehnologice. el spunecƒdoaratunci
putemunipolarizareanegativƒcuceapozitivƒ∆iputemgƒsi
echilibrulatâtdenecesarpentruspiritulcomunaluniversului.

dan na min gha (born 1950)

dan na min gha
KaTsinUm #1, 2005-2006. acrylic on canvas, 50 x 40 in. Courtesy of the artist, and niman Fine art, santa Fe, new mexico
KatSinUm#1,2005-2006.acrilpepânzƒ,127x101,6cm.Oferitƒdeartist∆idenimanfineart,Santafe,newmexico
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The Crow Mother, or Angwusnasomtaqa Katsina plays an 
important role in the ceremonial life of the hopi people. 
she will carry either yucca blades for the initiation of chil-
dren or a basket of blessed bean sprouts that are given to 
the members of the village for protection and prosperity.

cioaramamƒ sau Katsina angwusnasomtaqa joacƒ un
rolfoarteimportantînritualuriletribuluiHopi.eavapurta
saufrunzedeyuccapentruini≥iereacopiilor,sauunco∆de
lƒstaridefasolebinecuvânta≥icaresuntoferitelocuitorilor
satuluipentruprotec≥ie∆iprosperitate.

arnoldnumkema

arnoldnumkema
CROw mOTheR KaTsina, undated
Cottonwood root, paint, 16 x 3 x 2 in.
Courtesy of the heard museum, Phoenix, arizona

ciOaramam√KatSina,nedatatƒ
Pânzƒdebumbac,vopsea,40,6x7,6x5,1cm
OferitƒdemuzeulHeard,Phoenix,arizona
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ganado style textiles feature vibrant designs and bold 
colors, and they are the textiles by which many people 
identify navajo weavings. These textiles boast strong 
designs including zigzags and geographic shapes in 
bright colors including black, white and gray on a red 
background.

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

n

textileledestilGanadoauundesigndinamic∆iculori
îndrƒzne≥e∆iacesteasunttextileledupƒcaremultƒlume
recunoa∆te ≥esƒturilenavajo.aceste textileaumodele
conturateinclusivzigzaguri∆iformegeograficeînculori
aprinseinclusivnegru,alb∆igripeunfundalro∆u.

covorulnavajo în stilGanadoconstƒ înmodnormal
dintr-unmedalionsubformƒderombculaturidreptesi-
tuatîncentrusaudouƒromburiuniteculaturileîntrepte.
triunghiuriînfrumuse≥ateculaturileîntreptesituateînfie-
carecol≥,formeazƒunmodeldincincielemente,înconju-
ratedeomarginegeometricƒ.

suzie yazzie 

suzie yazzie 
ganaDO sTYle naVaJO TexTile, undated

wool, dye, 52 x 34 in.
Courtesy of the heard museum, Phoenix, arizona

teXtilenaVaJOÎnStilGanaDO,nedatatƒ
lânƒ,vopsea,132,1x86,4cm

OferitƒdemuzeulHeard,Phoenix,arizona



acknowledgments

Washington

anne Johnson, Director, aRT in embassies Program
imtiaz hafiz, Curator

Jamie arbolino, Registrar
marcia mayo, Publications editor

sally mansfield, Publications Project Coordinator
amanda Brooks, imaging manager

Chisinau

John Balian, Public affairs Officer
elizabeth lewis, assistant Public affairs Officer

nicole specians, general service Officer
alexandru leanca, Translator and editor

iurie Foca, Photographer

Vienna

nathalie mayer, graphic Designer

mul≥umiri

Washington

anneJohnson,Director,Programulartaînambasade
imtiazHafiz,curator
Jamiearbolino,registrar
marciamayo,editordePublica≥ii
Sallymansfield,coordonatordeProiectePublica≥ii
amandaBrooks,managerimagine

Chi∆inƒu

JohnBalian,ata∆atpentruculturƒ∆iPresƒ
elizabethlewis,adjunctulata∆atuluipentruculturƒ∆iPresƒ
nicoleSpecians,≈efServiciiGenerale
alexandruleanca,traducƒtor∆ieditor
iuriefoca,creditfoto

Vienna

nathaliemayer,DesignerGraficƒ

Designed by global Publishing solutions (gPs)



Published by the aRT in embassies Program
U.s. Department of state, washington, D.C. 
may 2007


