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Malcah Zeldis, Jacob’'s Dream (New York City, 1982). Watercolor on paper, 11 % x 9 in.

Collection American Folk Art Museum, New York. Gift of Ben Apfelbaum in memory of Robert Perlmutter. 1998.13.1.
Uwpw 2Enhu, Kwynph Epuyp (Uit 3npp Upph, 1982). Qpwubkply pnph Ypw, 29,2 x 22,9 ud
Udbkphluwih dnnnypnuwljuwu wpyunph puwugqupuup hwjwpwont, Lint 3npp
LYbkp AEU Uwdtpwunidhg' b hhpwwnwl (tnphpuin Minpdnpetph, 1988.13.1



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.

%O/{V— {/W %’W‘a %{M
/
Ambassador and Mrs. John M. Evans
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September 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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Earl Cunningham (1893-1977)

“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.
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Green Schooner Portrait (Catalogue #390), c. 1962
Oil on Masonite, 17% x 25 in.
YQuwuwy uwy (Yuwnwing #390), 1962
Sninwubknl dwynuhwinph Yypw, 45,1 x 63,5 ud

All Ear]l Cunningham works from the Collection of the Honorable Marilyn L. Mennello and Michael A. Mennello
Enp Lwupughbivp pninp gnpotipp yipggwo tu Utip hu L. Ukubkinih
nt Uwypp U. Ukukinih hwjwpuwonihg



The Purple Tower (Catalogue #238), c. 1960
QOil on Masonite, 12 x 24 in.

Ohpwuwgniju wawnmwpwlp, (Gwnwing #238), 1960
Sninwubknl dwynupwinh Ypw, 30,5 x 61 ud

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

Yupihp mwuhpny ywunnlp, (uunwing #249), 1960
Sninwubkpl dwynupuinh Ypw, 33 x 59,7 ud
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Covered Bridge to Little Island (Catalogue #326), c. 1960
QOil on Masonite, 13 x 23% in.

Yuinipg nhyh Ynyiwyp, (Gwwnmwing #326), 1960
Sninwubkply dwynupwinh ypw, 33 x 59,7 ud

Peaceful Village (Catalogue #337), c. 1960
Qil on Masonite, 13 x 23% in.

wnwun gnimwuwyp (Gwwnwing #337), 1960
Sninwubkpl dwynupuinh Ypw, 33 x 59,7 ud
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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
Gebhry'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.

10

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 e www.askart.com



bnkup 0. FEhph (uy. 1929

bntup Grhphu wiuop ukd Uhpwyquihu
dwuwsnid niutignn dwpunuwpuwybitn n nhywy-
ubp B Lpw wohuwnwupubpnid dkpdyniud b
nwubph uwhdwuntdp, vwjuwiu ww wnwud-
wwunid § hp nipnyu Swpunuwpuykinwjua
uondubipny, npnup ukup nbkuunid Eup
hwudhuu GhEpdwuhwih wy-wd-Fuu punwph
«dLhnpwy pwugqupwuh, buwwuhwih Ahpwn
pwnuwph «Fnigbuhwily pwugqupwup, Uhub-
ununwih Uhubwwynihu punwph Sptnkpphy
Juwiuwdwuh wuwjwu wpy bunh puwugupuup

U Ywihdnpuhwiph uwhwugh Lnu Uugkitiu
pwnuwph «Nhnpn Ghuutpy hwdbpguupwhi:
Vnw uwhiwgotipny Yunnigywo wlbih puwu
30 2hunipiniuubiphg ywwn Gthphu wyph L
pruyl] uwl ywhniph nhywiuh wuwywpbhyniu:

<wpwywihu Ywihdnpuhwih dwpunwpuwybnw-
Yuwu dwlynynbnu wjwpinkinig, www ukly
nwpp <wpjupnnud nhywiubpuyu gnpoh
dwlniyintinnid ntuwubiinig htiinn Gkhphu
1962p. Lnu Uughjhunid hhuubkg hp dwpunwpuwh-
nw-uwhiwgdwihu gpuubkujuwlp: Swup nwph
wug upw uwjuwgony uljukghu wpwnwnpbg
wjuybu Ynggwo «hyh Ene» wpnnubpp, uwljwiu
ww npwup niinn] hwukg wpinwnpnipiniuhg,
pwiyh upénud bp, np uhnuph nhywiuh
ninpuinid hp hwennnipiniuubkpp upnn Gu
wubdwgul] Sswpunuwpuwbnh hp hngwyp:

1980-wlwuutiphu GEhphu Yplyhu wugu]
Ywhnuph nhywjup’ wntinokiny hp thnpdws-
pwpwlwu Juwhnipp, npnid oginwgnponid bp

nk hEdwihu nt jwdhuwgywd uingwpwpninp:
Uu gupph uhnupp npupgtig nputu «qlnuip-
Jhunnwluwu Yuwhnip»: GEhphu thnpanid Lp
dwprwpuwbnnipiuu nt puwunwlugnpénipiu
hwlwnpuwdp gunuk] hknwppppwluwu
Yunnigjwdpwiphu (nuontdubp’ ng wjwunwljuwu
wniptph oguinwgnpodwp: 1981p. h YEp ww hn
wn npnuntdubpnid hwdwju Yhpwnnid Ep djuw-
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wwwnlpubn: Ui phdwu uw ogunwgnponid Ep
(ntuwdthnthubpnid, (nnuubkujwlubph utipphu
hwpnwpuwu dkg: U tnupphpp uw ogunugnnpotiy
Ep uwle hp tnwu (nnujuywunid: QEhphh gnp-
otipnid dnitju h hwin B quihu npytiu ununidbku-
wnw] pwunwl: Uiu jupgh wopuiwnwiupubp uw
Jwwnwnpt] E Uint 3npph Awprnwpuybinwlwu
thqguwih hwdwp' (Fhywpn Ukpuwh hbn hwdw-
wnhn, ntutigh] | gnigwhwunbuubp Uhubwwnihuph
Nin pbhph wujwu wpbunp rumpnunid, L
Pwpubnu punwph 4Yhjw Ohuwhwniu:

1990-wlwuubkph uyyphu GEhphu swpniruwynid
En ng wjwunwluwu ujnipbhpny unpund Jwhnip
wywwnpwunbint hp hnpduwpupuljuu dbnuwply-
ubpp' wu wugqud wpnku ogunwgnpotiiny ubiy
U hintujwd thwyin: Uintin oty | djuwihu (ntuwu-
thnthubkpp Up wupp, npnup ubpljumidu hwjnu-
Y& Euw dwuuwynp nt pwugupuuwihu hwyw-
pwonitubipnid: GEhphh hwdwp dntyp hwwnnily
UWwuwlnipintu ntuh. wiu hhptigunid | hp
dwulynipintup, Gpp muwinp (nqgupwunicd ajubknp
Epn nunid’ wjwunwljwu 2y knuwjuu nuwuw-
ynyg snpugublint hwdwp: buly hkinn wn ajutpp
dwwnnigynid Ehu dwuwubjuph unniuh hbiwn:

2004p. uypubphu QEhphu wjwpunkg unp
wntdpul wpnnh yuwwnmpuwumdwu hwdw-
wnbn wohiwnwupp: Uiu wpnnp hwdwnpnid

E wdpnipiiuu nt hwpdwpuwy binnipincup b

h gniig | nunid upw Swpunuwpuyitnuwjjuu
huwppubipu nt nhywiubkpuwlwu unipp dwpw-
Yp, npp upwu pniy B v hu uintin 6k ‘unpund
nL hwpuwpwy i uhnip: (@& Gwpunwpw-
whunnipiwu, pk juhniph nhywjuh ukp uinipbnph
punpnipiwu hwpgnid bwwu nbp B puwunwughy
GEhphh mipuwhwnniy dwpwyp: Lw wnpdw-
uwghiy b puydwphy wwpglubph ne dpgw-
wwlubkph, npnughg wpdbk hhpwwnmwlty 1989p.
utnwgwd Mphpyltip yuwngdwynp dpguuwyp:



Fish, undated
Cast glass, 22 x 8 x 24 in.
Courtesy of Joan and Jack Quinn, Beverly Hills, California

2niy, wupdwyhn
2niwon wwwlh, 55,9 x 20,3 x 61 ul

Onwu b Qbp LPnihuubph hwjwpwonihg, AEYbnih <pu, Uwhdnpupw
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Helen Shaw

Stitching samplers was a standard part of a gitl’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
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( 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.)



<G Eu Cwn

Uubinuwgnponipiiup yhpwouunhg uhuslh
19-nn. nunh Yhubpu pujud dwdwuwluyn-
pwunid wnehlukph Yppnipiwu npnohys dwu
Ep Juyunid: Yuphint wpd kunp juuwug
nuwjuwgnponipiwu dwuu bp b wn dhppb-

rp ntuntguuynid b dpwlpynid bhu nuypngni:
Umn dwdwuwlubiph udniubpp yuwpniuwlnid
Ehu wubnuwgnponipiwu b Yppnipiwu wy
ninpinubkpph dhwdninidp, huswyhku, oppuwly,
pybpp U wipripiup twnkpp: Gpipuwgh thnpdh
Yniinwdwup hwidpupwg wkjwunid Fhu
ntlynpuwnhy b inkpunwihu Eiidkunubkpp: Upn-
wwlwu ygugnrdubpp b wumngwowpus juu
ywwnunipinruubknp nmuwpuwoywd phdwubp Fhu
wubinuwgnponipiwu pwnwinnnbph b wwwnybkp-
ubph hwdwp: Gju wubnuuwgnponipiuu wdnigh
pwnwwnnnp junwpgws L rnwuudkhpnpn
nwph hphwlwu Uynwdnie ynkdh hhuwu gpu:
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(Owunpnipiniu’ Upnwinip, npp pwnwgh upw-
wwnud § «Uhus ku Ylunubtily, hwuguynpjuo
pwuwuinbindwljuwu wtwhpwpwu | Uphuwih jknwu
Ypw <wpnunipiuup wjhpjwsé @npugh pupbp-
guunipjwu nuwhwunbup Ykpwpbnpiuy,

tpp Qungwd hwpnugbkg hupuwkighutph

wngl b my kg upwug 10 wwwnyg hpwuubkpp -
SGhpp Gihg 19: Unbnoyting Shpldwuhwmned
wnwehu juwswlpug wpzuwjwuph dwdwuwly,
wju ywwndnid | @npwih dwupu b win uko
wwnpguubph, np uywunid | upwug, n]php
wwunpwuwn Eu hpkug Yfruupp uy hpky upwn:
Swuuhup pwnjwubpp gpyws ku ik wpw-
ukbpbu, npuuyp pphunnuu uwgwihpubpp,
np win dwdwuwl Ugknjwug Gphypnid hwjwonid
Ehu hphwubkphu, win shwuyjuwuwihu):
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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

Unuwip b 6w (Uhwgiw Lwhwugubp jud Uughw)
Pnipn jrnwgh Yynpw, 22 x 30,5 ud
Udbkphjjwu dnnnypnujuu wpy bunh puwugupwu, Line 3npp
Lytp Elhywpetp Ukthubp Gphuwinhg: 1994.10.1: Lntuwulywunp' Gkighu Uggnpph
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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 2 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.
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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 Iiving 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



Lnithu Fwihhw (owy. 1950)

«Gu hd wohuwnwiupp hwdwpnid Bl huyuwuw-
Ywu dnnnypnuljuin ufups i wpy Bunp
wjwunnipubph supniuwynipmiun, npp 17-pn
nwpnid hhduwnpyby 5 unp Utipupjugmd L
wjunthbiinle gupniuwly iy b ywpgqughy wuntin
wugiuy 400 lnwphubkph pupwgpnid: bu uywnwlu
b tntk hnpuwughy win wjwunnypubpp dhusl dbp
opkpu wiuwybku, np npuwup wpunwgn tu b dkluw-
pwubku Ypnuwuiu, punwpuwlwu b unghwjwjuwu
hunhnputnpp, npnup bwjuwu Eu vl dkp Juuupnid:

Sninwubpytph (nuonyputiph, Jun gnijubph
up thnpp b1 jwy hnuinph dhwénynudp b npwug
unpny ph gnpowdnidp hud huwpwynpnipiniu

E vnwhu hd wpd Bunnp nupdut] unghwjujuiu
hunhnpubph dkjuwpwunipiuwu EpElinpy dhong»:

Lnithu Ejhehn @wihhuh wzhuiwnwupubpp hwdwju
JYwinud Eu dnwstiultpwh thnthnpunipiua
dwuhuw, np wjwunwlwu pwpnnu (pupbwywown
pwunwlwgnponipiniup) uwhdwuwywinnid | Line
Utipuhuwih huyywuwlwu qunnipuwhu wpy kunh
wnhwhly npubnpnidubphg: Uiu 2Ennudp uyyuunwly
sniup gughy, swnnpbp wjwunwlwu ujup; wwu
aubpp: Hpwup wjwunnypubph hin upnidubp
thnpuwuwlyine, hfuswybhu wwl npuup JEuuntuwly
wwhbnt wyuwunwly niuku: @udthwu suyby L 1950
pYwywuhu U thukiny puhl Uwunw dtigh ukowghy
b dph dwdwuwlywhwwngwoénid, tpp hwuwljwljhg-
ubph wynthgnipmiup b nuypngujjuu hwdwlwp-
qp gnponid Ehu dhwuhu' wyuwwnwly ntubuwnyg
wny bunnp nupdub] dphwwnwpp: buswybu hwnnily

b Uint Ubkpuhluih huyywuwghubkphu Lnthup hp
dwuynipiwu pultipubph hwdwp «knthy fud «knwy
Ep: Uwljuwiuntup upwu inpjwd bp pungobkine

upw wuhwnwluwunipintup, npp hkinwgunid
Awlwwnwagnph phpnuiny huywuwlwu Lnthup
dhwdny kg wug hwljwu Bupwnbkpuinp htinn: hp
ubipunwlyhgubph wilwu Lnthuu B, htuybiny nip
1960-wwuubph nt Jun 1970-wlwuubinh unghwjw-
Juwu ghnwlgujwunipiuwu ypw, thunpnad Ep hp
wpuwwnubpp: Lhukiny La Cofradia de Artes y Artesanos
Hispanicos-n hhuuwnphpp 1970-wlwuubiph ulgpubinhu
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Lnithup upunpuwgniu nbp b ppuunwgty <wupwy -
wpliuniinpnid puywuwuwu wpy tunh duwdw-
wwlwlyhg yhpwouunp dwdwuwljuwypewuniu:

Uwluwiu wju ntuntduwuhpnipintuubkpp unpunwly
snrubkhu yupywwbu JEpuwjuwugul] jud ywhww-
Uk wjwunnupubpp: Nuunuduwuhpiiny 20-pn
nwph uypubiph Uine Ukpupljugh quinnipughu
wny tunnh Ynpniunubpu n 4 EpujEunuwiuwugniip
(ruwithhwu hwuljuguy, np wyjwunniypubnp
wywhwwubkint npng swupbin tnwunnup fupnn
bhu pyuwy, pwup np wnlw Ep yupynipiuu
ghunwlygnipintu diwynpint thnipuwswunipiniup:
Lnw dintu pwiuptipp, huywyhu ophuwly ubp
dwdwuwlubphu hwwnnily subpyuwd Ynpnnguw
nép yhpwipnjutig hhu wjwunnypubphu’ wiu
hwpldwpbkgubiny wnipbhphu hwpwywn duwgne
Ut Ukpupljuuihg nnipu qunudnn uin 2ppwup
unntinu b puwnbblpumniwy buptinpjuih wwhwiug-
ubkphu: Ljuntwdbuwiuhy, wn dwdwuwljuwhuwn-
Jwonid wpybunp Gpynt dkpnnubpu B ujups w-
Yuwu wpgkuinp hwdwpnid Ehu wwwju opitljin,
wy ny ph YERunwuh uups wluwu dpwlyniype:

(Cruwithhwu thnpdnid Ep thnpuwpbup wjwunniypub-
e dny k] dwdwuwwlwlhg dywlynypehu wiuwbu,

np wjwunnipubpp supniuwly Eu b ownytu:

U wilkuu hpwljwuwgubine hwdwp, uw whnp §
huybkp hp Yuwbkpp Yepghu Epuhnpunidubph htn:
Lnw gniubpp Jun Gu, pupd b ny ph wunhly fud
Bl piwguiju: Lpw uin 1970-wjuiuubph gnpébipnid
Wwyjwlynd Eu Jun gnijubpp’ uky hhokgubiny,
np wiu bp dwdwuwlubph gnpé 5: Uju sh thnpanud
Yhpuinbin ot wy dwdwuwlwhwngwoh dhpw]uwyp
Yuwd wy Fuptinplu: Ykuuwlwu wpdwnubph b
nnpwug wéh dknwdnpubipp @uwhhuwh wp]unp
Jupunp nwppbpu Bw, pwuh np npuiup tnwjhu Bu
hpwuwiunipiuwu ygugnid' wénn punwpuwihu uhpw-
Juwinh dprnwwbu wy kpugnn wphhunwljwuntpiuu
htwn dhwuhu: Luw wnwug hnwdnph sh puljunid hp
hwpbuh inntup: Lw Ywdwn wspbpny dhownnid
E hp duunwuiph unp wujwu ypw' wunw Uk:



Noah's Ark (Santa Fe, New Mexico, c. 1976)
Cottonwood and paint, 18 %5 x 29 % x 20% in.
Collection American Folk Art Museum, New York. Gift of Elizabeth Wecter. 1985.20.37

Lniwu Swywu (Uwumnw bbb, Uint Utipuhyn, 1976)
Yunwy] b jnqwiubknly, 47 x 74,9 x 52,1 ud
Udbkphljiwu dnnnypnuwjun wp]bunh pwugqupwu, Line 3npp: LYEp Elhywptp YkElunnphg: 1985.20.37
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Malcah Zeldis (born 1931)

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
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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

“Tacob 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, “T 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



Uwjpw 2EInhu ou. 1931

Uwjpwh Quinhup suyky L 1931 pyuwlwuhu
Uhinptin Ppupndwunid, Apnupunid, Lint 3npp:
Ouunhg fupd dwdwuwl wug upw punwuh-
pp mbnwihnpuynid £ GAhinpnin, npinkn upw
hwipp wypniunp gnidwpp Juunwlynid b
wwinnthwu dwppkinyg: Lw ntuwunid b yhun-
pwlwu phpniiny pwpdpwgniiu ntuntduw-

Ywu hwunmwnnipmiuntd b 1948 p-hu inknwi-
thnfu]nid B wwypkint bupwity’ Uhpnig, npinkn L
hwunhwynid  hp wyuwgu wdntuuntu’ <ppuwd
2Enpupu, dh qpanh, npp unuybu Hnpngnhg
Ep: Lpwup wdniuuwunid Eu Ghinpnpnnid U
Unyhu Jhpwnwnunid bupuwiky: Ujuinkn Uwjpwh
2k nhuphu ngbusnid | ujuphy Uhwpnu Qhjw-
nn, npp Swunpwunid b Uwpwhh gnpotiphu
Uhpnig wighpnipiuwu dwdwuw]y: 1958 pywlwuhu
Oknhuubph punwuhpp puwyybkint E inbknw-
thnfunid Line 3npp, npinkin Uwjpwhu ypwn-
Jwo Ep muwhu inunbunthne b dwpwluu
wywpunwlwunipintuubpny : 1970-wjwuukphu
2Enpup npngnd B punniug by Apnyihuh prgbe,
pwuph np Epkjuwubpp wpnku dké Bhu, huy
wuniuunipiniup wy bih ugniu: 1974 p-hu Uwy-
pwhu wjwpnnid | pniben, wouwmnnid nputu
niunigsh oguwjwu, unwunid b wywhwnywu
U ujunid penplu ypwnybky ufwupsnipiudp:

Uwjpwh 2Lnhup' ubkp dwdwuwljubph hupuniu
uywphep’ hwpnup b bp wqupubipn, npnup
wWwpwgpnid Eu punwph Jiwupnp, ywundw-
Jwu b Ypnuwlun ppuwnwpanipiniuubkpp, hp
hhpnuubphu U hp hulp wuwduwluwu Yruupp: Lpw
hnqunp yuwundnnulwu nép wpnmwhwinnid

b wuph ujwndwdp juwnbuwlwu yepw-

20

phpuniupp b hwuwpwnipiuwu wjumndwidp ukd
Wlhpnudp: Lpw gnpotipp gnigunpy by Bu puy-
dwphy gniguwupwhubpnid: Unpdtb ugky 1988 p-hu
Lint 3npph Udkphljjwu dnnny pnuwljwu wpgbkunp
pwugqupuunid juydwlbpyyws ujupsh wuhw-
nwljuwu gnigwhwunbup: Unwehu wugqud bp,
Epp wWywunsh YEunwunipiwu opnp gnigunpynid
Epn upw wuhwwnwlwu gnigwhwunbup:

<wnph Epuyp

«Buwlnpp tpndwu gphnph donhg ke guwg
lvwnwu: <wuubinyg vp nkin' uw pukg wiuwnkn,
npnyhtinbic wpbhiu wpnbu dugp Bp dinky: Lw
wnwe wiunbnp pupkphg ukyp, npkg qiiuh
wnwl nt pukig wjuinbn: Lw Gpwy nbuwe. Gpyph
Ypwy hwunmwmnniwé Ep dph uwunninp, nph
owinp hwuunid Ep Gpyhup, huly Uunont hpkg-
nwljubpp npuuny Giuncd hpunid Ehu: SEpp
Jwuguwd Ep uwunninph ypwy: Lw wuwg.

«Gu Skpu td, pn hwn Uppwhwih Uunniw-

op kL huwhwlyh Uunniwop: Uh' Jujutghn,
npnyhbkwnbr wiw hnnp, npph Ypwg pubky tu

nni, pby &l tnwpnt ki pn ubpniunubiphu: £n
ubkpniunubpubnp Gpyph wiwy b swth g Eu
1hubknt, mwpwonitbint ku nbwyh onJuynnu,
nbwh wpbikip, nbyh hhrupu nt hwpwe: Ln
2unphht kL pn ubpniunubkpubph 2unphp
ophunitiint ku wypuwphh pninp wygbpn: Gu
whw pky hkwn tu, np ywhwywubd pkhy pn pninp
Swuwwwphubphw, npnugny quwnt tu: Lhy
YEpwnwpdubint Bd wu kplhpp, npnyhbnbe phiy
shul 1 phint, dphushr np sumnwupbkd wiu wdbun,
hus jununnwgty tu phy»: Ghpp Ouunng 27:1-40



Jacob’s Dream (New York City, 1982)
Watercolor on paper, 11 % x 9 in.
Collection American Folk Art Museum, New York
Gift of Ben Apfelbaum in memory of Robert Perlmutter. 1988.13.1

{wlnph Epuyp (Lint 3npp Uhpeh, 1982)
Onpwiubply pnpeh ypw, 29,2 x 22,9 ud
Udbkphluwih dnnnypnuwlwu wpdbhunp pwugupwup hwjwpuwont, Lint 3npp
Lybkp ~EU Uwdbpwnidhg' b hhpwinwl Mnphpin MEnpuniptiph: 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
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Uunhwyn Jupytwn

«Guinjuwowrusjwn Muundnipiniu»
ugnuluwé JEpdwuly

Uhwgiw) Lwhwugubipnid 1876 pwlwuhu
Ukumnbkuhwinid inbinh niutigud innuwlju-
nwpnipintuubipp nndwunply hknwppppnipmiu
wnwgwgpkghu Udkphljugh wugiuih yepwpbppug :
TEYnpunp] wpgdkunh dhgngny qunnipuipu
dwdwuwluwopswup Jepwpbdwnpnudp dwpuw-
pwliutiph U gnpgtiph dhgngny pungonud bp «hpu
dwdwuwlubph»y wpdkhumnh qotipp: Uu zupddwu
wjwugunpnnid kp gunuynid «<huwné» pupw-

ub dgnwlubph wjundwlp unpny h hwjwugpn:
Uin 2ppwiuph ukd dwuwgnid niukgnn dwpwly
diwnpnnubiphg W dgnuwyh nhywiukputiphg bp
upunpluwnwihu [ pugpnn, wubnuwuwgnponipiuu
wpy tunnh Jupwbkwn (tniph Upphdp, npp uwle
«Lwjwgniiu nubp b ywpinbyubpy wduwgph
wubinuugnponipiuwu pwduh ppdpwghpu Ep: bp
wunituunt htinn ww Jupk B Uhuniphnid “McKim
Studios of Independence, Missouri” innwidwpnljwug
hdpwln: «Gunjuwowus jwu ywinunipiniuy
ugnuwlh hpipnid puljwé b Upphih nhywiup:
Uuhwin htinhuwlp gukiny 20 dwuhg pwn-
YJugwd wn woppwmnmwupp b hpup hwdwpkb-

Y wiu, hwdwpby 5 <pu junwlwpwup tpkp
w)] mbkuwpwuubpny' npwup nbknwunpbinyg
Yunwyh ubipplp dwunid: Lw wwl punnnpby B
dwubph hp mpnuu nhywiup, pwup np Upphidp
i wzuwnwiupnid yupywéph winwhup
hwonpnwluwunipintu skp ogunuugnpoti:



Bible History Quilt (Ohio, 1930-1940)
Cotton with cotton embroidery, 91 x 57 % in. Collection American Folk Art Museum, New York
Gift of Mr. Thomas P. Cuff. 1984.7.1. Photo by Matt Hoebermann

«QGuinjuwowrusjwn Qundnipinius dgnuwljus Jepiwl (Ohwin, 1930-1940)
Yunw] wubinuugnpoywd pwpwlju phiny, 231,1 x 1454 ud
Udbkphjiwu dnnnypnuwjuu wpiunh puwugupwu, Lint 3npp
LYhptp B wypu. @ndwu @. Lwdp: 1984.7.1. Lniuwuljupp' Ubkip <tpbipidwuh
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