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Meali’i Kalama Pua Mae’ole, c. 1980
French knot embroidery on flower motifs, brown binding.  
Paisley print backing. 
Cotton with polyester batting. 
White quilting thread, 92 ¾ x 82 ½ in.
Courtesy of the Mission House Museum, 
Honolulu, Hawaii

‡gwj B Kvjvgv c ‡gv I‡j, 1980`k‡K
dz‡jj bKkvi Ici divwm bU GgeªqWvwi(wMU †mjvB), ev`vgx evavB| 
‡cQ‡b/cUfywg‡Z D¾¡j AvuKvevKv bKkv KvUv ckgx Kvco| 
Kuv_v †mjvB‡qi mv`v my‡Zv|, mywZ Kvco mv‡_ cwj÷vi e¨vwUs
92 3/4 x 82 1/2 BwÂ 
wgkb nvDR wgDwRqv‡gi †mŠR‡b¨, nbjyjy, nvIqvB
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Welcome to Habib Villa, the residence of the U.S. Am-
bassador to Bangladesh. My wife, Lauren Kahea Moriarty, 
and I are delighted to share with you an art exhibition that 
reflects the dreams and lives of everyday, working Ameri-
cans. The works in the exhibition also tell some of my own 
family’s experience of the American dream.

I grew up in Ware, a small town in Massachusetts. My  
first jobs were tearing rags and operating machinery in  
a textile factory – a factory much like the one in Randolph 
Langenbach’s photographs. Beginning in the early 1800s, 
textile mills provided jobs for thousands of Americans, 
including many new immigrants and young women.  
The mill workers made life better for themselves and  
their families. The mills led the Industrial Revolution  
in America and brought prosperity and development to  
the young United States.

Textiles provide a good example of how Americans infuse 
even everyday items with their dreams and creativity. 
American scientists created nylon, rayon, and fabrics that 
could go to the moon; American children design T-shirts. 
In our exhibition, works by master quilter Ann Shaw and 
Native Hawaiian Cultural Treasure Meali’i Kalama com-
bine traditional quilting techniques and their own artistic 
genius.

Artists Meali’i Kalama and Joseph Hauoli Dowson, Sr., 
are – like Lauren – of Native Hawaiian descent. People like 
them, of indigenous heritage, and people whose ancestors 
immigrated to the United States from the Philippines, like 
Ramon Camarillo, and from all over the world, contribute 
to the rich mix of cultures and sheer exuberance of art in 
America.

We hope you enjoy experiencing this art as much as we do.

Ambassador James F. Moriarty 
Dhaka

April 2009

evsjv‡`‡k hy³ivóª ivóª`~‡Zi evmfeb Ônvwee wfjvÕq 
Avcbv‡`i ¯^vMZ RvbvB| Avwg I Avgvi ¯¿x j‡ib Kvwnqv 
gwiqvwU© Av‡gwiKvi †L‡U LvIqv gvbyl‡`i cÖwZw`bKvi Rxeb I 
¯^cœ‡K cÖwZdwjZ K‡i Ggb GKwU wkíKjv cÖ`k©bx‡Z Avcbv‡`i 
Avgš¿Y Rvbv‡Z †c‡i Avbw›`Z| G cÖ`k©bxi wKQz Qwe Av‡gwiKvi 
¯^cœ ev¯—evq‡b Avgvi cwiev‡ii AwfÁZv‡KI Zz‡j a‡i|

Avwg g¨vmvPz‡mU&‡mi †QvÆ kni Iqv‡i eo n‡qwQ| Avgvi cÖ_g 
PvKwi wQj GKwU Kvc‡oi K‡j cy‡iv‡bv Kvco †Quov Avi †gwkb 
Pvjv‡bv| i¨vbWî j¨vb‡MbevK Av‡jvKwP‡Î †h ai‡bi KviLvbvi 
Qwe †`qv Av‡Q †mUv wQj A‡bKUv †miK‡giB| AvVv‡iv kZ‡Ki 
cÖ_gw`‡K Kvc‡oi Kj¸‡jv A‡bK bZzb Awfevmx I ZiyYxmn 
nvRvi nvRvi Av‡gwiKv‡bi Rb¨ Kg©ms¯’vb m„wó K‡iwQj| Kvco 
K‡ji kªwgKiv wb‡R‡`i I Zv‡`i cwiev‡ii Rxebgvb DbœZ 
K‡iwQj| Gme Kj-KviLvbvB Av‡gwiKvq wkí wec−e m~Pbv K‡i 
Ges Zi“Y hy³iv‡óªi Rb¨ DbœwZ I mg„w× e‡q wb‡q Av‡m| 

Av‡gwiKvbiv GgbwK Zv‡`i cÖvZ¨wnK Rxe‡bi DcKi‡Yi mv‡_I 
wKfv‡e Zv‡`i ¯^cœ I m„RbkxjZvi mswgkªb NUvq G Kj¸‡jv 
Zvi GK DrK…ó D`vniY| Av‡gwiKvi weÁvbxiv bvqjb, †iqb 
Ges Ggb me Kvco ‰Zwi K‡i hv Puv‡` †h‡Z cv‡i| Av‡gwiKvi 
wkïiv wU-kv‡U©i bKkv K‡i| Avgv‡`i cÖ`k©bx‡Z eogv‡ci Kuv_v 
†mjvBKvix A¨vb k Ges nvIqvB‡q Rb¥MÖnYKvix ms¯‹…wZ RM‡Zi 
cyivav †gwj Kvjvgvi HwZn¨evnx Kuv_v †mjvB‡qi †KŠkj Ges 
wbR¯^ mvs¯‹…wZK cÖwZfvi mgš^q N‡U‡Q| 

wkíx †gwj Kvjvgv Ges †Rv‡md nvIwj †Wvmb (wmwbqi) j‡i‡bi 
gZB Avw` nvIqvBqvb esk™¢~Z| Zv‡`i gZ gvbyl hv‡`i i‡q‡Q 
Avw` HwZn¨, Avi i¨vgb K¨v‡gwi‡jvi gZ wkíx hv‡`i c~e© 
cyi“liv wdwjcvBb †_‡K hy³iv‡óª G‡m‡Q Ges mviv wek¦ †_‡K 
Avmv Av‡iv A‡bK wkíxiv Av‡gwiKvi wkí-ms¯‹…wZ‡K mg„× 
Ki‡Z Ae`vb †i‡L‡Q|

Avgiv Avkv Kwi Avgv‡`i gZB Avcbviv G wkíKjv cÖ`k©bxwU 
Dc‡fvM Ki‡eb|

ivóª`~Z †Rgm Gd gwiqvwU© 
XvKv

GwcÖj 2009
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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 dia-
logue 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 
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 prin-
ciples of our democracy: freedom of expression. The art is 
a great source of pride to U.S. ambassadors, assisting them 
in multi-functional outreach to the host country’s educa-
tional, cultural, business, and diplomatic communities.

Works of art exhibited through the program encompass 
a variety of media and styles, ranging from eighteenth 
century colonial portraiture to contemporary multi-media 
installations. They are obtained through the generosity of 
lending sources that include U.S. museums, galleries, art-
ists, 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 inter-
national effort to present the artistic accomplishments of 
the people of the United States. We invite you to visit the 
ART web site, http://aiep.state.gov.

`~Zvev‡mi Kg©m~wP‡Z wkíKjv
(AvU© Bb A¨vg‡ewm †cÖvMÖvg)

hy³ivóª `~Zvev‡mi Kg©m~wP‡Z wkíKjv nj GK AmvaviY Kg©m~wP 
hv‡Z wkíKjv, K‚UbxwZ Ges ms¯‹…wZi mgš^q N‡U‡Q| gva¨g, 
ixwZ/aib, ev welqe¯‘ hvB †nvK bv †Kb wkíKjv fvlvMZ 
evav AwZµg K‡i wewfbœ ms¯‹…wZi g‡a¨ cvi¯úwiK kª×v‡eva I 
†evSvcov e„w×i gva¨g wn‡m‡e KvR K‡i| 

1964 mv‡j †QvU AvKv‡i ïi“ n‡jI hy³iv‡óªi bvMwiK‡`i 
KvQ †_‡K 3,500wUI †ewk †gŠwjK wkíKg©© wb‡q wkí cÖ`k©bxi 
Av‡qvRb I e¨e¯’vcbvi gva¨‡g GwU eZ©gv‡b GKwU ¸i“Z¡c~Y© 
Kg©m~wP‡Z cwiYZ n‡q‡Q| mviv we‡k¦ cÖvq 180wU gvwK©b `~Zvevm 
feb Ges K‚U‰bwZK wgk‡bi MYK‡¶ G KvR¸‡jv cÖ`wk©Z 
n‡”Q| G cÖ`k©bx¸‡jv G‡`i ˆewPÎ¨c~Y© cÖwZcv`¨ I welqe¯‘i 
ga¨ w`‡q Avgv‡`i MYZ‡š¿i me‡P‡q ¸iyZ¡c~Y© GKwU †gŠwjK 
bxwZ‡K Dc¯’vcb K‡i, Zv nj: fvecÖKv‡ki ¯^vaxbZv| wkíKjv 
hy³iv‡óªi ivóª`~Z‡`i Rb¨ GK wekvj †MŠi‡ei Drm| wfb †`‡ki 
wk¶K-wk¶v_x©, mvs¯‹…wZK, e¨emvqx Ges K‚U‰bwZK m¤úª`v‡qi 
Kv‡Q †cŠuQv‡Z GwU wewfbœfv‡e mvnvh¨ K‡i|

G Kg©m~wPi Aax‡b wewfbœ gva¨g I ai‡bi wkíKg© cÖ`wk©Z 
n‡q‡Q| Gi g‡a¨ Aóv`k kZ‡Ki Jcwb‡ewkK Avg‡ji 
cÖwZK…wZ †_‡K gvwëwgwWqvi AvMgb ch©š— meB i‡q‡Q| G 
wPÎKg©¸‡jv gvwK©b hy³iv‡óªi wgDwRqvg, M¨vjvwi, wkíx, cÖwZôvb, 
K‡cv©‡ikb Ges e¨w³MZ msMÖn †_‡K cvIqv| Zviv D`viZvi 
mv‡_ Avgv‡`i‡K G Qwe¸‡jv avi w`‡q‡Q| G cÖ`k©bx¸‡jv 
cwi`k©b K‡i cÖwZeQi †h kZkZ AwZw_ gvwK©b `~Zvevm fe‡b 
AvMgb K‡i Zviv Avgv‡`i RvwZi BwZnvm, cÖ_v, g~j¨‡eva Ges 
AvKv•¶v m¤ú‡K© cÖZ¨¶fv‡e Rvbvi my‡hvM cvq Avi Zv m¤¢e nq 
Avš—R©vwZK †hvMv‡hvM gva¨‡gi gva¨‡g hv Avgv‡`i mK‡ji Kv‡Q 
wkíKjv bv‡g cwiwPZ|

Ò`~Zvev‡mi Kg©m~wP‡Z wkíKjvÓ wkíKjvq gvwK©b hy³iv‡óªi 
RbM‡Yi AR©b‡K Dc¯’vc‡bi G cÖ‡Póvq †bZ…Z¡ w`‡Z †c‡i 
Mwe©Z| Avgiv Avcbv‡K Avgv‡`i ÔAvU©Õ-Gi I‡qemvBUwU 
cwi`k©‡bi Rb¨ Avgš¿Y Rvbvw”Q: http://aiep.state.gov.
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Ramon Camarillo

Ramon Camarillo utilizes a unique working method;  he 
throws a twenty-five pound bag of clay, in a single wheel 
session, into a pot that defies the typical limitations of 
clay in size and thickness. These forms can reach as high 
as thirty-two inches, and the walls can be as thin as one-
eighth of an inch. Camarillo expresses his imagination 
through the glazing process, using a variety of slips and 
glazes. The pots are fired at low-temperatures (1600-1800° 
F) in a raku kiln until red-hot, and then transferred to a 
bin or ground-pit with combustible material, such as paper, 
leaves, wood, or sawdust. The fire and smoke produce un-
expected results such as luster, crackled, smoky, and swirl-
ing finishes in a variety of textures and colors. Depending 
on how the fire and smoke interact with the glazes, the 
spontaneous and unanticipated results create surfaces and 
textures that are unique and irreproducible. 

Originally from Hawaii, Camarillo has been honing his 
skills in the art of raku pottery for over thirty years. He 
moved to the Washington, D.C. area in 1996, gaining local 
and national recognition as a ceramic artist and juried 
member of the prestigious Torpedo Factory in Alexandria, 
Virginia, as well as resident artist at Lee Arts Center in 
Falls Church, Virginia.

i¨vgb K¨v‡gwi‡jv

i¨vgb K¨v‡gwi‡jv GK Abb¨ Kg©c×wZ e¨envi K‡i 25 cvDÛ 
e¨vM fwZ© Kv`vgvwU GKwU PvKvi g‡a¨ Xv‡j gvwUi cvÎ ˆZwii 
Rb¨, hv AvqZb I Nb‡Z¡i w`K †_‡K Kv`vgvwUi mxgve×Zv‡K 
AwZµg K‡i hvq| cvÎwU D”PZvq ewÎk BwÂ ch©š— n‡Z cv‡i, 
A_P Gi †`qvj¸‡jv nq GK BwÂi Av‡Ui GKfv‡Mi gZ mi“| 
K¨v‡gwi‡jv cv‡Î cÖ‡jc †`qvi mgq wewfbœ ai‡bi I is‡qi 
cÖ‡jc e¨env‡ii gva¨‡g Zvi Kíbvi cÖKvk NUvq| cvÎ¸‡jv 
ivKz fvwU‡Z Kg ZvcgvÎvq (1600-1800 wWwMÖ dv.) †cvov‡bv 
nq hZ¶Y ch©š— bv Zv MbM‡b jvj nq| Gici GwU‡K GKwU 
wekvj cv‡Î ev gvwUi M‡Z© `vn¨ c`v_© †hgb KvMR, jZvcvZv, 
KvV, Kv‡Vi ¸u‡ov BZ¨vw`i mv‡_ ivLv nq| R¡jR¡‡j, dvUvdvUv, 
†auvqv”Qbœ, cvKLvIqv  Av¸b Avi †avuqvq m„wó nq bvbv eybU Avi 
is‡qi| Av¸b Avi †auvqv cÖ‡j‡ci mv‡_ wK ai‡bi cÖwZwµqv 
Ki‡Q Zvi Ici wbf©i K‡i GB ¯^Ztù‚Z© Ges Ab‡cw¶Z cÖwµqv 
cv‡Îi †Pnviv I MVb‡K K‡i Abb¨ I AZzjbxq |  
 
g~jZ nvIqvB †_‡KB K¨v‡gwi‡jv gvwUi cv‡Î wkíK‡g©i (AvU© 
Ae ivKz cUvwi) `¶Zv‡K MZ wZwik eQi a‡i jvjb Ki‡Qb| 
1996 mv‡j wZwb IqvwksUb wW.wm.†Z P‡j Av‡mb Ges GKRb 
wmivwgK wkíx wn‡m‡e ¯’vbxq I RvZxq ¯^xK…wZ jvf K‡ib| wZwb 
fvwR©wbqvi Av‡jKRvw›`ªqvi ¯^bvgab¨ U‡c©‡Wv KviLvbvq Rywi 
m`m¨ nb| wZwb djm Pv‡P© Aew¯’Z jv AvU©m †m›Uv‡ii GKRb 
AvevwmK wkíx|  
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Ramon Camarillo  •  i¨vgb K¨v‡gwi‡jv

Hea (two views), undated
Raku fired, 22 x 10 x 10 in. Courtesy of the artist, Vienna, Virginia and Pearl City, Hawaii

wn (`yB cv‡ki `„k¨), ZvwiL AÁvZ
ivKz Av¸‡b †cvov, 22 x 10 x 10 BwÂ. wkíxi †mŠR‡b¨, wf‡qbv, fvwR©wbqv I cvj© wmwU, nvIqvB
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Ramon Camarillo  •  i¨vgb K¨v‡gwi‡jv

Static (two views), undated
Pit fired raku, 14 x 10 x 10 in. Courtesy of the artist, Vienna, Virginia and Pearl City, Hawaii

÷¨vwUK (`yB cv‡ki `„k¨), ZvwiL AÁvZ  
M‡Z© †cvov‡bv ivKz, 14 x 10 x 10 BwÂ  wkíxi †mŠR‡b¨, wf‡qbv, fvwR©wbqv I cvj© wmwU, nvIqvB
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Joseph Hauoli Dowson, Sr. (born 1925) 

Joseph Hauoli Dowson, Sr., was born in Pu’unene, Maui, 
and is well known in the community as an artist and 
Kumu (teacher). Dowson has a unique style, often creating 
techniques all his own, ranging from highly detailed real-
ism to total abstraction; his tools include painting knives, 
brushes, and his own fingers. His creative abilities capture 
the essence of the islands’ beauty in seascapes, landscapes, 
waterfalls, and volcanoes. 

In May 2007, Dowson was honored by Honolulu’s Bishop 
Museum as one of the year’s six Mamo (Maoli Arts Month) 
Awardees, in recognition of his numerous contributions 
and accomplishments within the community as a Native 
Hawaiian visual artist. He is a member of the Honolulu 
Chapter of the National Society of Arts and Letters, and 
was a past president of the Hawaii Watercolor Society.  
As a native Hawaiian island painter, Dowson was commis-
sioned by United Airlines to depict the beauty of the  
islands through Hawaiian eyes for its award-winning film, 
“Hawaii, Our Little Corner of the World.” These canvases 
now hang in United’s home office in Chicago, Illinois.

†Rv‡md nvDwj WvDmvb, wmwbqi (Rb¥ 1925)    

†Rv‡kd nvDwj WvDmvb wmwbqi gvIwqi cy‡bB‡b Rb¥MÖnY 
K‡ib| wZwb Zvi Kgy¨wbwU‡Z GKRb wkíx Ges wk¶K (Kzgy) 
wn‡m‡e mycwiwPZ| WvDmvb i‡q‡Q GK Abb¨ ixwZ| cÖvqkB wZwb 
m¤ú~Y© wbR¯^ †KŠkj e¨envi K‡ib | Gi g‡a¨ i‡q‡Q AZ¨š— 
we¯—vwiZ ev¯—eev` †_‡K m¤ú~Y© weg~Z©ev`| Zvi Qwe AuvKvi 
DcKi‡Yi g‡a¨ i‡q‡Q is‡qi Qzwi, eªvk Ges Zvi wb‡Ri nv‡Zi 
Av½yj| WvDmvb Zvi m„Rbkxj ¶gZvi gva¨‡g cÖvK…wZK f~ I 
mgy`ª `„k¨, RjcÖcvZ Avi Av‡MœqwMwii gv‡S Øx‡ci †h †mŠ›`h©¨ 
jywK‡q Av‡Q Zvi wbh©vm‡K Zz‡j G‡b‡Qb| 

nvIqvB‡q Rb¥MÖnYKvix GKRb wfRy¨qvj AvwU©÷ wn‡m‡e 
wbR Kgy¨wbwU‡Z Zvi AmsL¨ Ae`vb Ges AR©‡bi Rb¨ wekc 
wgDwRqvg 2007 mv‡ji †g gv‡m IB eQ‡ii QqRb †g‡gvi 
(gvIwj wkíKjv gvm) GKRb wn‡m‡e Zv‡K m¤§vbbv cÖ`vb 
K‡i| wZwb Ôb¨vkbvj †mvmvBwU Ae AvU©m GÛ †jUv‡iiÕ nbjyjy 
kvLvi GKRb m`m¨ Ges nvIqvB IqvUviKvjvi †mvmvBwUi 
cÖv³b †cÖwm‡W›U| nvIqvB Øx‡c Rb¥MÖnYKvix GKRb wkíx 
wn‡m‡e GKRb nvIqvBevmxi `„wó‡Z ØxcwUi †mŠ›`h©¨ BDbvB‡UW 
GqvijvBÝ Gi cyi®‹vicÖvß Pjw”PÎ ÒnvIqvB, AvIqvi wjUj 
Kibvi Ae w` Iq©vì (nvIqvB, Avgv‡`i c„w_exi ¶z`ª GK  
†KvY)Ó-Gi Rb¨ AsKb Ki‡Z BDbvB‡UW GqvijvBÝ WvDmvb 
`vwqZ¡ †`q| G Qwe¸‡jv GLb wkKv‡Mvi Bwjb‡q Aew¯’Z 
BDbvB‡UW GqvijvB‡Ýi AvevwmK Kvh©vj‡qi †`qv‡j Uv½v‡bv 
i‡q‡Q|

Hawaiian Homestead, Molokai, Hawaii, undated
Watercolor giclée, 16 x 20 in.
Courtesy of the artist, Honolulu, Hawaii

(nvIqvB‡qi Lvgvievwo), gjKvB, nvIqvB, ZvwiL AÁvZ
Rjis wMKwj, 16 x 20 BwÂ 
wkíxi †mŠR‡b¨, nbjyjy, nvIqvB
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Joseph Hauoli Dowson, Sr.  •  †Rv‡md nvDwj WvDmvb, wmwbqi

Coconut Tree Hula, Laie, Oahu, Hawaii, undated
Watercolor giclée, 16 x 20 in.

Courtesy of the artist, Honolulu, Hawaii

bvi‡Kj MvQ ûjv,jvB,Iqvû, nvIqvB, ZvwiL AÁvZ
Rjis wMKwj, 16 x 20 BwÂ 

wkíxi †mŠR‡b¨, nbjyjy, nvIqvB

Hawaiian Seascape, Kaena Point, 
Oahu, Hawaii, undated
Watercolor giclée, 16 x 20 in. 
Courtesy of the artist, Honolulu, Hawaii

nvIqvB‡qi mgy`ª, Kv‡qbv c‡q›U, 
Iqvû, nvIqvB, ZvwiL AÁvZ 
Rjis wMKwj, 16 x 20 BwÂ 
wkíxi †mŠR‡b¨, nbjyjy, nvIqvB
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Meali’i Kalama (born 1909)

A Hawai’i Living Treasure, Meali`i Kalama was a teacher 
who did not work from patterns, instead designing her own 
quilts and encouraging her students to do likewise. Kalama 
was a lay pastor at Kawaiaha`o Church in the 1960s when 
Nelson Rockefeller asked the church’s quilters to make 
thirty quilts for his hotel on the big island of Hawaii. This 
predated the 1971 “Abstract Design in American Quilts” 
exhibition at the Whitney Museum of American Art, which 
is credited with launching the Hawaiian Quilt Revival. 
Pua Mae`ole, meaning never fading flower, is gold-colored 
thread on a clay-colored fabric, and utilizes a floral motif 
medallion and border. French knot embroidery on flower 
motifs are employed to strengthen the overall design.

‡gwj B Kvjvgv (Rb¥ 1909)      

nvIqvB‡qi m¤ú` †gwj Kvjvgv GKRb wk¶K whwb †Kvb wbw`©ó 
bKkvi Ici KvR K‡ib bv, eis wZwb wb‡RB Zvi Kuv_vi bKkv 
ˆZwi K‡ib Ges Zvi wk¶v_x©‡`i‡KI Zv Ki‡Z DrmvwnZ 
K‡ib| lv‡Ui `k‡K †bjmb iK‡djvi nvIqvB‡qi eo Øx‡c Zvi 
†nv‡U‡ji Rb¨ Pv‡P©i KzBëvi‡`i (bKkx Kuv_v †mjvBKvix) hLb 
wZwikwU Kvu_v ‡mjvB‡qi wb‡`©k †`b ZLb KvIqvBqvnv ÕI Pv‡P© 
Kvjvgv wQ‡jb GKRb †j c¨v÷i| 1971 mv‡j ûBUwb wgDwRqvg 
Ae Av‡gwiKvb AvU©‡m ÒAv‡gwiKvb Kuv_vq weg~Z© bKkvÓ kxl©K 
†h cÖ`k©bx AbywôZ nq GwU Zvi c~‡e©i NUbv| G cÖ`k©bx‡K 
nvIqvB bKkx Kuv_vi RbwcÖqZv wdwi‡q Avbvi m~Pbv wn‡m‡e K…
wZZ¡ †`qv nq| c †gv I‡j hvi A_© †h dzj KL‡bvB ïwK‡q hvq 
bv, Kv`v isqv Kvc‡oi Ici †mvbvwj is‡qi myZvi KvR, dz‡jj 
†MvjvKvi bKkv I eW©vi e¨envi K‡i| cy‡iv bKkvwUi Av‡e`b 

Av‡iv †Rviv‡jv Ki‡Z dz‡jj bKkvi Ici 
divwm bU GgeªqWvwii (divwm wMU †mjvB) 
KvR Kiv nq| 

Pua Mae’ole, c. 1980
French knot embroidery on flower motifs, 
brown binding. Paisley print backing. 
Cotton with polyester batting. 
White quilting thread, 92 ¾ x 82 ½ in.
Courtesy of the Mission House Museum, 
Honolulu, Hawaii

c ‡gv I‡j, 1980`k‡K
dz‡jj bKkvi Ici divwm bU GgeªqWvwi(wMU 
†mjvB), ev`vgx evavB| ‡cQ‡b/cUfywg‡Z D¾¡j 
AvuKvevKv bKkv KvUv ckgx Kvco| 
Kuv_v †mjvB‡qi mv`v my‡Zv|, mywZ Kvco mv‡_ 
cwj÷vi e¨vwUs, 92 3/4 x 82 1/2 BwÂ 
wgkb nvDR wgDwRqv‡gi †mŠR‡b¨, nbjyjy, nvIqvB
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Randolph Langenbach (born 1945)

“The Amoskeag Millyard [in Manchester, New Hampshire] 
bridges the Industrial Revolution, tying the simplicity and 
classical unity of the New England Colonial town with the 
dynamic intensity of the modern industrial city, combining 
in its fabric the pastoral dignity of great barns with the ur-
ban density of a European market place. It was built with 
a mind to the needs of the working class before there was 
a significant working class in the United States to make 
that effort a self-conscious one, and it was laid out and 
designed to answer those needs before Le Corbusier had 
philosophically stripped the ‘urban’ from urban design, or 
Frank Lloyd Wright had rejected the need to build cities 
altogether. The Amoskeag Millyard, even in its smallest de-
tails, achieves an extraordinary unity of design, unfamiliar 
to us in this day of limitless materials, which force us to 
choose instead of to create.” 

– �Randolph Langenbach, “Lost City on the Merrimack,” 
Boston Globe Sunday Magazine, March 9, 1969: pp. 20-26.

i¨vbWî j¨vb‡MbevK (Rb¥ 1945) 

Òw` A¨vgmK¨vM wgjBqvW© {g¨vb‡P÷vi, wbD n¨v¤úkvqvi}
wkí wec−e mv‡_ wgjeÜb iPbv K‡i| wbD Bsj¨vÛ Jcwb‡ewkK 
kn‡ii AvU‡cŠ‡i I wPiš—b HK¨‡K AvaywbK wkí kn‡ii cÖej 
MwZgqZvi mv‡_ hy³ K‡i| GwU Gi ‰Zwi Kvc‡o cj−x Rxe‡bi 
mv‡_ NbemwZc~Y© kû‡i Rxe‡bi wgjwgk NUvq| gvwK©b hy³iv‡óªi 
kªgRxex gvby‡li msL¨v e„w× †c‡q Zviv AvZ¥-m‡PZb n‡q Giƒc 
†Kvb cÖ‡Póv MÖn‡Yi c~‡e©B Zv‡`i K_v g‡b †i‡L GwU ˆZwi 
Kiv n‡qwQj| jv KieywRqvi kn‡ii bKkv †_‡K `k©bZfv‡e 
ÒkniÓ aviYvwU‡K bMœ K‡i †djvi, ev d«v¼ j‡qW I‡qBU bMi 
cÖwZôvi cÖ‡qvRbxqZv‡K m¤ú~Y© cÖZ¨vL¨vb Kivi c~‡e©B kªgRxex 
gvby‡li Pvwn`vi DË‡i Gi wbg©vY I bKkv cÖYqb Kiv nq| 
w` A¨vgmK¨vM wgj BqvW©, Ggb wK Zvi m~²vwZm~² weei‡YI, 
bKkvi H‡K¨i †¶‡Î GK Abb¨ mvaviY ¯’vb AR©b K‡i‡Q| 
AvR‡Ki G Adziš— `ª‡e¨i evRv‡i Avgiv G aviYvi mv‡_ Lye 
GKUv cwiwPZ bB, †h evRvi Avgv‡`i †Kvb wKQz m„wó Kivi 
PvB‡Z †e‡Q †bevi e¨vcv‡iB DrmvwnZ K‡i|Ó 

–� i¨vbWî j¨vb‡MbevK, Òj÷ wmwU Ab w` 
g¨vwig¨vKÓ,(g¨vwig¨v‡Ki Zx‡ii nviv‡bv kni), †ev÷b †M−ve  
mvb‡W g¨vMvwRb, gvP© 9,1969: c„ôv-20-26|  
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Randolph Langenbach  •  i¨vbWî j¨vb‡MbevK

River Facade, Amoskeag Millyard, 1968
Giclée print, 16 x 20 in. Courtesy of the artist, Oakland, California

b`x ZxieZx©, A¨vgmK¨vM wgjBqvW©(Kj cÖv½b), 1968
wMKwj wcÖ›U, 16 x 20 BwÂ. wkíxi †mŠR‡b¨, IKj¨vÛ, K¨vwj‡dvwb©qv
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Randolph Langenbach  •  i¨vbWî j¨vb‡MbevK

The Amoskeag Millyard in Manchester, New Hampshire, 
was, at its height, the largest single mill in the world under 
the management of one company. It extended for a solid 
mile along both banks of the Merrimack River, with over 
sixty miles of cloth being produced each day. The layout of 
the city, with its two levels of power canals, and construc-
tion of the mills and workers houses, began in 1832. The 
Amoskeag Manufacturing Company was responsible for all 
the planning and development of the city, and in addition 
to textiles, it produced locomotives, Springfield rifles, and 
textile machinery. The mills closed in 1936, and were indi-
vidually purchased and since used by different companies. 

g¨vb‡P÷v‡ii wbD n¨v¤úkvqv‡ii A¨vgmK¨vM wgjBqvW©, 
GKK †Kvb †Kv¤úvwbi e¨e¯’vcbvi Aax‡b we‡k¦i me‡P‡q eo 
wkíKviLvbv wQj| g¨vwig¨vK b`xi `yB Zx‡i K‡qK gvBj Ry‡o 
GwU we¯—…Z wQj Ges cÖwZw`b GLv‡b lvU gvB‡jiI AwaK ‰`‡N¨©i 
Kvco Drcbœ nZ| `yB ¯—‡ii kw³i bvjvmn GB kni, KviL-
vbv I kªwgK‡`i Ni¸‡jv ˆZwii KvR ïi“ nq 1832 mv‡j| 
G kn‡ii cwiKíbv Ges Dbœq‡bi me `vq`vwqZ¡ A¨vgmK¨vM 
g¨vbyd¨vKPvwis KviLvbvi Ici b¨¯— wQj| Kvco ˆZwii cvkvcvwk 
G KviLvbv ‡jv‡Kv‡gvwUf (†i‡ji ¯^qswµq BbwRbwe‡kl), 
w¯cÖswdì ivB‡dj Ges Kvco ˆZwii †gwkb ‰Zwi KiZ| 1936 
mv‡j KviLvbvwU eÜ n‡q hvq Ges Zv weµq K‡i †`qv nq| 
ZLb †_‡KB wewfbœ †Kv¤úvwb Zv e¨envi Ki‡Q|
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Randolph Langenbach  •  i¨vbWî j¨vb‡MbevK

Amoskeag Millyard, Manchester, New Hampshire, undated
Giclée print, 16 x 20 in. Courtesy of the artist, Oakland, California

A¨vgmK¨vM wgjBqvW©, g¨vb‡P÷vi, wbD n¨v¤úkvqvi, ZvwiL AÁvZ
wMKwj wcÖ›U, 16 x 20 BwÂ. wkíxi †mŠR‡b¨, IKj¨vÛ, K¨vwj‡dvwb©qv
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Randolph Langenbach  •   i¨vbWî j¨vb‡MbevK

This image comes from a photograph taken in March of 
1975, after the former Amoskeag Cotton Mill (which had 
been purchased in the 1930s by The Chicopee Manufac-
turing Company to weave gauze for bandages) was shut 
down, and its machines were scrapped. These employees 
remained working only to remove parts from the machines, 
to be sold as spare parts before the machines themselves 
were scrapped. 

1975 mv‡ji gvP© gv‡m †Zvjv GKwU Qwe †_‡K GwU †bqv 
n‡q‡Q| ZLb cÖv³b A¨vgmK¨vM Kvc‡oi KjwU (e¨v‡Û‡Ri 
Rb¨ MR ˆZwi Ki‡Z wk‡Kvwc g¨vbyd¨vKPvwis †Kv¤úvwb 30-Gi 
`k‡K G KviLvbvwU wK‡b †bq|) eÜ †NvlYv Kiv nq Ges Gi 
hš¿cvwZ¸‡jv evwZj Kiv nq| hš¿¸‡jv‡K evwZj Kivi c~‡e© 
Gi wewfbœ Ask Ly‡j †bevi Kv‡R kªwg‡Kiv wb‡qvwRZ i‡q‡Q hv 
cieZx©‡Z LyPiv hš¿vsk wn‡m‡e weµq Kiv n‡e|
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Randolph Langenbach  •  i¨vbWî j¨vb‡MbevK

The Last Loom Fixers, Chicopee Manufacturing Company, Amoskeag Millyard, Manchester, N.H., 1975 
Giclée print, 20 x 16 in. Courtesy of the artist, Oakland, California

Òw` jv÷ jyg wdKRviÓ, wk‡Kvwc g¨vbyd¨vKPvwis ‡Kv¤úvwb, A¨vgmK¨vM wgjBqvW©,g¨vb‡P÷vi,Gb.GBP., 1975
wMKwj wcÖ›U, 20 x 16 BwÂ. wkíxi †mŠR‡b¨, IKj¨vÛ, K¨vwj‡dvwb©qv



15

Randolph Langenbach  •  i¨vbWî j¨vb‡MbevK

This work depicts three spinners on their last day of work 
in 1975, when the Chicopee Manufacturing Company, the 
company that occupied the former Coolidge Mill in the 
Amoskeag Millyard, Manchester, New Hampshire, shut 
down its last mill.

1975 mv‡j Zv‡`i †kl Kg©w`e‡m wZbRb ZuvZ kªwg‡Ki Qwe 
G‡Z †`Lv hv‡”Q| hLb wbD n¨v¤úkvqv‡ii g¨vb‡P÷v‡i Aew¯’Z 
A¨vgmK¨vM wgj Bqv‡W©i cÖv³b KzwjM wg‡ji ¯’vb `LjKvix 
wk‡Kvwc g¨vbyd¨vKPvwis †Kv¤úvwbwU Zvi me©‡kl KviLvbvwU eÜ 
K‡i †`q|  

The Last Spinners, Chicopee Manufacturing Company, Amoskeag Millyard, Manchester, N.H., 1975 
Giclée print, 20 x 16 in. Courtesy of the artist, Oakland, California

Òw` jv÷ ¯úvBbvi,(‡kl ZvZuxiv) wk‡Kvwc g¨vbyd¨vKPvwis ‡Kv¤úvwb, A¨vgmK¨vM wgjBqvW©,g¨vb‡P÷vi,Gb.GBP., 1975 
wMKwj wcÖ›U, 20 x 16 BwÂ. wkíxi †mŠR‡b¨, IKj¨vÛ, K¨vwj‡dvwb©qv
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Ann Shaw

Ann Shaw began quilting twenty years ago, and her skill 
and enthusiasm quickly earned praise from her community. 
Shaw has participated in numerous craft events and fairs as 
well as having taught quilting classes in surrounding local 
communities. Her custom quilts are hand cut, machine sewn 
and hand tied. She uses fine cotton fabrics and polyester 
batting. Popular amongst the Amish, Native Americans, and 
in the southern states, the Lone Star pattern, from which 
this design derives, is one of America’s oldest and most 
beloved quilt patterns. 

A¨vb k  

AvR †_‡K wek eQi c~‡e© A¨vb k Kuv_v †mjvB‡qi KvR 
kyi“ K‡ib Ges kxNªB Zvi `¶Zv Ges AvMÖ‡ni Rb¨ wZwb 
Zvi Kgy¨wbwUi KvQ †_‡K cÖksmv jvf K‡ib| k AmsL¨ 
Kvi“wkí cÖ`k©bx Ges ‡gjvq AskMÖnY K‡ib Ges wZwb Zvi 
Avkcv‡ki Kgy¨wbwU‡Z Kuv_v †mjvB‡qi Kv‡Ri Ici K¬vmI 
wb‡q _v‡Kb| Zvi Kuv_v¸‡jv nv‡Z KvUv, †gwk‡b †mjvB Kiv 
Ges nv‡Z evavB Kiv| wZwb wgwn m~wZ Kvco Ges cwj÷vi 
Kvc‡oi e¨vwUs e¨envi K‡ib| Avwgk, Avw` Av‡gwiKvb Ges 
`w¶‡Yi ivR¨¸‡jvi g‡a¨ †jvb ÷vi c¨vUvb© AZ¨š— RbwcÖq| 
GwU Av‡gwiKvi me‡P‡q cyivZb Ges wcÖq KzBë c¨vUvb©(Kuv_v 

†mjvB‡qi aib)|

Starburst Lap Quilt, 2008
Cotton, hand cut, machine sewn, 60 x 40 in.
Courtesy of the artist, Belen, New Mexico

÷vievm©÷ j¨vc KzBë, 2008
mywZi, nv‡Z KvUv, †gwk‡b †mjvB Kiv, 
60 x 40 BwÂ 
wkíxi †mŠR‡b¨, †e‡jb, wbD †gw·‡Kv
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