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I first exhibited Gregory Euclide at the David B. Smith Gallery in our 
inaugural exhibition in February, 2007. Since that time, I have been 
fortunate to work closely with Gregory, and observe his creative process 
firsthand. He has attracted attention for his complex installations, unusual 
dioramas, and intricate and surprising sculptures. His ideas concerning 
the landscape — the conflict between the real and the ideal, and between 
pristine nature and the inevitable impact of an inhabited world — are 
executed with vision and perspective.

What makes Euclide’s work so attractive and so compelling is the way he 
uses both paint and multiple media to express his ideas.  His painting is 
impressive — detailed and executed with great skill. But it is the way he 
integrates this work into unique and intriguing relief pieces that particularly 
challenges the viewer to engage in a dialogue about the work.  Through 
an unusually creative use of both natural and synthetic materials, Euclide 
transports his viewers into the world that he has created.  He examines 
the culture in which we live, questioning how we can simultaneously 
preserve the environment while maintaining the benefits of a modern 
lifestyle.

Euclide’s world is an extension of his early experiences outdoors, time 
spent both alone and with his family.  He developed an extraordinary 
ability to observe and create, to evolve his ideas on location, and bring 
back remnants of organic treasures and weathered waste to use in his 
works.  He is an artist who thrives in nature, and carries his love back into 
the studio where he puts his thoughts to paper to make landscape art 
fresh and engaging.

We are honored to present this first dedicated publication on the art of 
Gregory Euclide.  It is exciting to view the evolution of his work, to share 
with viewers his authentic and exceptionally creative approach, and to 
think about Euclide’s future work that we have yet to explore and enjoy.

David B. Smith



I have been following Gregory Euclide’s work for some time now, which  
has been a source of great insight and inspiration for me. Gregory is 
a notable example of a contemporary artist who is continually growing 
and expanding his vision. When I first met Gregory, he was moving 
away from working on a flat surface. From there, I have seen him build 
on conceptual and visual ideas at an alarming rate. He is constantly 
striving and searching for new ideas and form, rather than resting on an 
established formula.

Through his paintings, Gregory’s world opens up to the viewer to visit 
and curiously explore. I can see his thoughts on the environment, politics, 
issues in society, and even threads of escapism. Most of all, I see a 
longing for a better world. 

Mike Cina
Creative Director
Cina Associates

Although Gregory Euclide’s work reflects historical events, global 
environmental change, and human influence upon the natural landscape, 
his true practice is not to produce a perfect illusion but to authenticate 
what he has observed and touched. His paintings, sculptures, and 
installations function like souvenirs that can both trigger memories 
shared by many witnesses of a particular event and also offer prompts for 
individual personal remembrances.  Gregory’s work is a careful record of 
his discoveries that he dutifully re-creates in exacting detail — however, 
only after he has gathered the required stories and extracted specific 
artifacts.  The landscape he builds allows us to mark time and move from 
event to memory and desire.  

Don Myhre
Mentor 
The Minneapolis College of Art and Design
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Walking with Gregory Euclide 

“All truly great thoughts are conceived by walking.” — Friedrich Nietzsche

Walking, whether it is for the purpose of getting from one destination 
to the next or just to get lost in the activity itself, is an act that puts one 
intimately in touch with his/her surroundings – it is both contemplation 
and information. In the tradition of the early natural history explorers, 
the act of walking is one that is rich with discovery, whether it is of new 
plant species below your feet or the very nature of the landscape around 
you.  Similarly, artists such as the painters of the Hudson River School 
explored the landscape, making sketches that would be compiled into 
vast luminous canvases. This tradition continued with artists like Ian 
Hamilton Finlay and Richard Long, who in the 1970s made work in the 
landscape chronicling their travels through it.

Like both his scientific and artistic predecessors, Gregory Euclide 
walks in order to explore and create. However, Euclide’s end result 
is a representation of the humble rather than the grand, a landscape 
of flux for the 21st century. For Euclide, walking is an intense kind of 
concentrated exploration. Rebecca Solnit sums up this type of activity 
when she states: “The rhythm of walking generates a kind of rhythm of 
thinking, and the passage through a landscape echoes or stimulates the 
passage through a series of thoughts. This creates an odd consonance 
between internal and external passage, one that suggests that the mind 
is also a landscape of sorts and that walking is one way to traverse it. A 
new thought often seems like a feature of the landscape that was there 
all along, as though thinking were traveling rather than making.”1  This 
convergence between thinking, walking, and creation is at the heart of 
Euclide’s work, which takes the form of sculptural drawings that trace his 
meanderings of both mind and feet.

Literary theorist Walter Benjamin often took strolls through the 19th 
-century Paris arcades to get a sense of the life and culture of the city 
revealed to him through the act of walking and observation. Similarly, 
Euclide sets out into the world to explore and elucidate meaning 
through the environment around him. However, in his work, Euclide 
concentrates on the pasture rather than the Parisian, the sylvan rather 
than urban landscape. Euclide’s work begins with delicate depictions of 
the landscape that are at once lost in the past, and at the same time 
1 Rebecca Solnit, Wanderlust: A History of Walking, (New York: Penguin 
Putnam, Inc., 2000), page 5.

immediate; open fields pool with drips of ink and woodlands bound with 
delicate calligraphic lines. These images are then destroyed, crumpled, 
and left as discards. Euclide goes further and picks up these drawings 
and recontextualizes them, creating sculptural environments from bits of 
dirt and leaf matter from his walks and placing them among the crumpled 
folds of the drawings. By bringing these two moments of the walk together, 
Euclide is collapsing time and allowing the rhythm of nature and thought 
to merge with the act of the walk. What results is a type of evidence, a 
trace or memory of exploration. Here the picture plane is not merely a 
window into the world; it is a manifestation of the mind.

Euclide further encapsulates his moment with the landscape as, in some 
of his works, he places plastic bubbles over the drawings. This not only 
encloses nature inside plastic, one of the very things that is destroying it, 
but also turns the natural into a shrine or souvenir. In the end, looking at 
this work, one can almost imagine that this act of enclosure is a protective 
gesture, a preserving method to hold still Euclide’s very own moment 
between the steps of his walk. 

Excerpted from the essay “Manifest Destiny to Global Warming: A 
Pre-Apocalyptic View of the Landscape” by Denise Markonish from 
the exhibition catalogue Badlands: New Horizons in Landscape 
(Cambridge: MIT Press, 2008).

Denise Markonish 
Curator 
MASS MoCA
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Some see landscapes flowing from crumpled paper, diminutive dioramas, 
and relief paintings. But the art of Gregory Euclide is not about landscape. 
It’s about small realities and visual misconception. It’s firma chimera, an 
experience of place, the authenticity of that experience, and something 
impossible to achieve. It’s about exploration, vast and unpredictable, not 
knowing what might be uncovered around the bend or peering at the work 
from another angle, seeing where the fake and authentic collide, merge, 
and then come apart. The human enters a natural world, the natural world 
becomes human, the topography shifts back and forth, real to unreal, 
gilded and baroque to simple line as symbolic gesture. The viewer is a 
giant observer looking down onto the land, focusing closer to see the 
trash and smell the fertilizer and whirl among the fake trees and human-
less human structures. To capture and pull up what earth cans of paintlike 
glue can grasp. To transform dirt, pond water, and melted snow into 
formalist art materials. Euclide’s art creates a new world, one of rhythm 
and beat, a visual soundtrack. It’s not landscape in the image of man. It’s 
landscape in the image of layered melodies and tones, something pure, 
creative, and endlessly complex. Nature’s music made visible.

Leanne Haase Goebel
Independent Critic and Curator
AICA-USA

The permanent collection of paintings, sculptures, photographs, and 
works on paper by U.S. and Bosnian artists at the new U.S. embassy 
in Sarajevo, Bosnia, underscores the themes of reconciliation and 
reconstruction, as Bosnia continues to heal and rebuild itself from war. 
Many of the works use natural forces as a metaphor for the human 
condition in transition. Gregory Euclide’s Falling schist from rows of 
growing plains beautifully embodies this sense of nuanced transformation 
and edgy dynamic between the actual and the constructed, creating a 
layered scape where longing for an idealized past meets the promise of 
an undetermined future. 

Sarah Tanguy
Curator 
Art in Embassies, U.S. Department of State
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In our increasingly mediated existence, Gregory Euclide beckons from 
the interzone where the real and unreal meet. His art is a portal into that 
strange and immersive interstitial space where thought meets expression, 
paint becomes structure, and nature intersects with technology. His 
installations trigger a visceral sense of wonder about how weird and 
magnificent our world can be, if we only take the time to open our eyes 
and minds to it.  

David Pescovitz
Co-editor
Boing Boing
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The way Gregory “sees” in his work, is the way I hope and wish my dreams 
to look; how I want music to look in physical form. He makes multiple 
events that take place at different times, from different egos, ethos, all 
existing as part of one motion, with supplemental micro motions… but all 
of one element. I can stare for hours.

Justin Vernon
Musician
Bon Iver
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10 In the studio: drawers of found foam | plastic bags of dried plants from the yard | drawers of dried plants



11buckthorn (invasive to the region) | buckthorn root | found foam with buckthorn seedlings | found foam from the yard



12 The process of making trees for the work involves growing plants, drying plants, collecting moss, and coating the plants with moss using PVA glue.
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14 Moving over the folds of what was more warm than hidden I acrylic, paper, pencil I 2008
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16 Something similar to waves inside but lower than breaking | acrylic, paper, pencil | 47 x 50 in. | 2008
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18 From this distance: Contained gift | acrylic, paper, pencil, birch bark | 47 x 50 in. | 2009
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20 While the fissures filled long coffees and sinking rooftops | acrylic, paper, pen, pencil | 18 x 25.5 in. | 2009
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22
I was only the land because I liked the predictable stillness 

acrylic, paper, pencil, resin, waxed thread, with local lake water poured and dried over blue acrylic paint regions that represent water | 72 x 48 x 30 in. | 2009



23



24 New vista for tectonic softness | acrylic, leaves, Mylar, paper, pen, pencil, photo transfer, pinecone | 23 x 29 in. | 2009
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26 Protected landscapes | individual 1 x 1 in. landscape paintings mounted behind Bubble Wrap | 2008



27Tears | portions of previous paintings torn from the whole and sealed in handmade PETG domes | 6 x 6 in. | 2008



28 Tears | David B. Smith Gallery | acrylic, box fans, Bubble Wrap, organic matter, paper, pen, pencil, PETG, wax | 24 x 6 x 8 ft. I 2008



29

In this project, Euclide continues to explore the dichotomy between the constructed environment 
in which we live and the beauty and authenticity of pristine nature. He continues to question the 
notions of protection, preservation, and beautification through the use of an industrial greenhouse-
type room, hosting a series of small works surrounded by the faint and familiar scent of fertilizer. 

This controlled environment delicately exhibits his Tears series, presenting fragments of discarded 
landscape paintings, hermetically sealed behind molded plastic. In these works, similar to the 
fabricated room, it is unclear whether it is the artwork or the viewer that is being protected.



30 From this distance: Unfolding | acrylic, birch bark, paper, pencil, pinecone, satin | 47 x 50 in. | 2009



From This Distance: Sound Pearls | Acrylic, Pencil, Birch Bark on Paper | 47in x 50in | 2009
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32 Held on history’s material desire | acrylic, cigarettes, foam, milkweed, paper, pencil, plastic, Styrofoam | 18 x 21 x 10 in. | 2009
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34 As I understood treetops to be bottom’s falling out | acrylic, foam, found foam, moss, paper, pencil, photo transfer, sedum, sponge, wood | 35 x 29 x 9 in. | 2010
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36 Walking gave unraveling a plane to spill | acrylic, foam, organic matter, paper, pencil, photo transfer, plastic, satin ribbon, wood | 21.5 x 23.5 x 10 in. | 2009
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38
What eroded under the grid and became something more than sediment 

acetate records, acrylic, cassette tapes, compact discs, found foam, goldenrod, paper, pencil, photo transfer, moss, sponge, sedum | 29 x 23 x 4 in. | 2010
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40 Capture #1 | acrylic, paint can, paper, pencil, pine needles, moss, sedum, sponge, stone | 11 x 13 x 16 in. | 2009
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42 Capture #14 | acrylic, cedar, found foam, moss, paint can, sedum, sponge, waxed tape, wood | 13 x 8 x 8 in. | 2010



43The first outdoor capture experiment performed in the front yard. The paint was poured and allowed to set. It was then dug out and a diorama of a river valley was built on top of it. 



44
Capture #13 | David B. Smith Gallery | acrylic, cedar, cigarette butts, Eurocast, foam, found plastic, galvanized steel guardrail, goldenrod, hair, hydrangea, lichen, moss, organic material from 

riverbed of Clear Creek Canyon, pea gravel, sedum, sponge, steel 55-gallon drum, treated lumber | 14 x 10 x 12 ft. | 2009
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46
Produced within the layers of viewing’s making 

acrylic, buckthorn root, cedar, found foam, insulation foam, moss, palm, paper, pencil, photo transfer, satin ribbon, sedum, sponge | 23 x 29 x 4 in. | 2009
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48 Holding even what was absent in stillness and topography’s remainder I acrylic, moss, paper, pencil, resin, sedum, sponge, wood I 36 x 45 x 16 in. I 2010
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50 Caution gathered paths around your bending | acrylic, found foam, Lunaria annua, paper, pencil | 29 x 35 in. | 2010
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52 Capture #9 | acrylic, buckthorn root, cedar needles, foam, grass, MDF wood, paint can, sedum, sponge | dimensions variable | 2009
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54 Emptied our seeing in the difficulty of our enjoyment | acrylic, canvas, fabric, moss, sedum | 36 x 48 in. | 2010
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56 Inside only became falling by the way rivers delivered places | acrylic, cedar, cigarette filters, moss, paper, pencil, polyurethane foam, sedum, sponge | 14.5 x 23 x 5 in. | 2009



57



58
Because there’s a there, here is just fine I The Nature of Things, Biennial of the Americas 2010, Denver, CO | acrylic, cedar, cigarette butts, Eurocast, fertilizer, foam, found plastic, garbage from 

Denver parks, insulation, lichen, moss, organic material from Denver, sponge, steel 55-gallon drum, wood lumber | 2010



59

Gregory Euclide has placed a set of sculptures inspired by the Rocky Mountain vistas over a 
floor-drawn map of Denver. The vistas’ positioning relates to the geographical site they have 
been extracted from, literally and figuratively. The sculptures are part of a series of captures 
Euclide has made by pouring paint or liquid adherent over a natural setting. Once dried, the 
materials capture dirt, plants, and pieces of the ground, which become canvases for sculptural 
landscape painting and miniaturized terrain — turning the natural land into an idealized scene. By 
hanging the captures over their original location, Euclide creates a multidimensional topography 
that makes both actual and idealized projections of the Rocky Mountain landscape. Floating in 

isolation, Euclide’s sculptures reflect the growing divide between the human dimension and the 
natural world as an increasing number of people choose to live in urban areas. Because there’s a 
there, here is just fine considers how relationships with our surroundings are shaped, and invites 
us to reevaluate our experiences with nature by presenting a landscape where the notions of the 
fake and authentic collide.

Denver Biennial of the Americas



60
Real, natural, and unsustainable I Joseph Gross Gallery, University of Arizona, Tucson | acrylic, craft paper, Eurocast, fertilizer, found plastic, garbage from tucson, lichen, moss, organic material 

from Tucson, palm tree, plastic bucket, soil from Tucson, sponge, string, tumbleweed, water, wood lumber | dimensions variable | 2010



61

In Real, natural, and unsustainable, Gregory Euclide creates an environment that is both critically 
observant and wryly humorous. His characteristic dioramic landscapes sit atop dust devil-like 
structures that sprout from the floor. These ethereal, bucolic topographies are precariously 
balanced by buckets of water, representing the abundance of golf courses within Tucson’s arid 
desert. Euclide utilizes local flora from the city within each structure; bits of palm husks and 
tumbleweed grow from the wooden structures beneath the Rillito riverbed scenes. Plastic bags 
and driftwood protrude from the island vistas to create an artificial dreamscape reminiscent of golf 
courses. On the outskirts of the metro area lies model resort communities formed from fertilizer. 

The installation is both idyllic and disturbing when critically examined within the context of the city. 
Euclide’s work physically references the tension between our wants and our need to preserve the 
natural world.

Brooke Grucella 
Curator, Joseph Gross Gallery
University of Arizona



62 Pushed into deeper holding | acrylic, Eurocast, horse hair, moss, paper, pencil, pine needles, sedum, sponge, tape | 23 x 21 x 8 in. | 2010



63



64 With your water falling over our new natural | acrylic, Eurocast, found foam, moss, Mylar, paper, pen, pencil, PETG, plastic bag, sage, sedum, sponge, wood | 26 x 24 x 10 in. | 2010
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66
Normalizing demand’s push 

acrylic, biodegradable film, canvas, cedar, eucalyptus, Eurocast, fern, found foam, moss, paper, pencil, PETG, photo transfer, Dame’s Rocket, sage, sedum, sponge, wood | 24 x 24 x 9 in. | 2010
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68 Everything falling through and a window view | acrylic, cedar, Eurocast, found foam, moss, paper, PETG, sedum, sponge, wood | 24 x 24 x 13 in. | 2010
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70 Something slow and grown white with ease | acrylic, blackberry lily seed, canvas, Eurocast, fern, found foam, moss, Mylar, pen, pencil, PETG, sedum, wood | 23 x 23 x 13 in. | 2010
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72
Take it with you I David B. Smith Gallery at PULSE Contemporary Art Fair, Miami, FL | An installation consisting of all the packing materials used to ship work to the fair. Dioramas were created 

inside some of the boxes. Viewers could take photos of the scenes through pin holes with their cell phones | 2010



73
Take it with you I Habitat, Foothills Art Center Golden, CO | An installation consisting of all the packing materials used to ship work to the group show Habitat. Dioramas were created inside some 

of the boxes. Gallery viewers could take photos of the scenes through pin holes with their cell phones | 2010

Comedian George Carlin once said, “The earth doesn’t share our prejudice toward plastic.  
The earth probably sees plastic as just another one of its children.  Could be the only reason 
the earth allowed us to be spawned from it in the first place.  It wanted plastic for itself; didn’t 
know how to make it... needed us.”  

Gregory Euclide’s interpretation of how we interact with our environment is an ingenious 
combination of the romanticism of the landscape and the struggle and acceptance of the 
impact we have made on it.  

Take it with you is a site-specific installation consisting of packing materials used to ship all 
of the artwork for an exhibition.  Upon closer inspection, the viewer will find three separate 
locations in which several small holes are poked through the crates and boxes.  Some are 
too high to be seen at eye level, and the viewer is forced to use other means to examine 
what is inside.  By carefully placing the lens of a camera phone in the hole, the viewer is 
treated to three separate serene landscapes.  It is possible to see these scenes with one’s 
naked eye, but each hole is deliberately sized to fit a camera phone lens, thus making it 
the optimal method of viewing.  Once the image is found, the viewer may take a snapshot 
souvenir of the experience.  It is this inauthentic experience with nature that is at the core of 
Euclide’s installation.

By narrowing the parameters of the best viewpoint to those carrying a camera phone, Euclide 
sets up a striking contradiction — the viewer must be up-to-date on the latest technology 
to enjoy his interpretation of nature.  It also exposes a hierarchy of class systems — better 
smartphone equals better souvenir.  This is as much a commentary on our relationship to 
the environment as it is on how we experience day-to-day life by incessantly snapping digital 
pictures and feeling compelled to share them through social networking.  Euclide asks:  Is 
it more meaningful to have an experience with nature or to have a picture to prove that you 
did?

Michael Chavez
Curator



74 Giving it back | fabricated acrylic | 12 x 12 x 12 in. | 2010



75
Giving it back is a subtle and symbolic gesture; It simultaneously takes one cubic foot of space away from the David B. Smith Gallery (giving a foot back to the public sphere) and also addresses 

the tension within the minds and hearts of those who live in the modern world and are afraid of their impact on the land.



76 Untitled (Bon Iver album cover art) | acrylic, buckthorn root, dirt, found foam, geranium, moss, Mylar, paper, pencil, photo transfer, pinecone, sedum, snow, sponge | 35 x 35 x 6 in. | 2010
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78 Untitled (Bon Iver interior album artwork, “Calgary,” single artwork) | acrylic, geranium, Mylar, paper, pencil | 23 x 29 x 3 in. | 2011
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80 What clouded my receiving hand is the way I own sensation | acrylic, baby’s breath, found foam, Mylar, pencil, pine needles, sedum, sponge, vellum | 23 x 29 x 7 in. | 2011



81



82 Untitled I acrylic, found foam, lichen, moss, Mylar, pencil, photo transfer, pinecone, pine needles, sedum, wire I 23 x 29 x 6 in. I 2011
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84 Patterns of my own acceptance became making | acrylic, fern, found foam, lichen, moss, pencil, photo transfer, pinecone, plastic bag, sage, wire | 23 x 29 x 6 in. | 2011
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86
Surrounding my hands in the stain of warmth sinking

 acrylic, found foam, lichen, lily seed, moss, Mylar, pencil, photo transfer, pine, plastic, sage, sedum, sponge, wood, wire | 23 x 29 x 8 in. | 2011
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88
What bounded my routine unknowingly fell clear over the foundation

acrylic, canvas, found foam, fungi, leaves, lichen, moss, Mylar, paper, pencil, PETG, sedum, waxed thread, wood I 23 x 29 x 6 in. I 2011 
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90
Held within what hung open and made to lie without escape I Museum of Arts and Design, New York, NY

acrylic, acrylic caulk, cast paper from Central Park boulders, Eurocast, fern, foam, goldenrod, hosta, lawn fertilizer, moss, paper, pencil, PETG, sedum, sponge, wood | 7.5 x 14 x 5 ft. | 2011



For Otherworldly, Euclide has planned a room-sized installation, a consuming 7-by-5-foot 
landscape painting in a guilded gold frame with several dioramas, working to pull the viewer into 
his world. To quote a Euclide interview last year, “Personally, flat work is dead and lifeless. It is all 
in your head. One has to project themselves into the work. That is now how we experience the 
world. I like making work that involves the body. I’m not ready to live on a computer screen yet. I 
still acknowledge that I have a human body.”

According to the National Gallery of Art in Washington, DC, American art in the 1820s was 
dominated by landscape painting. Artists were inspired by the untouched wilderness and the new 
nation’s seemingly limitless potential. The genre has expanded and evolved, impacted by the 
work of photographers, developments in cartography and topography, and contemporary artists 

who approach landscape through history, culture, or science, like eco or earth artists. Informed by 
the history of the genre, Euclide presents his own vast and lonely landscape, with the viewer and 
the artist as the only human presence….

Excerpted from the Museum of Arts and Design Blog, March 27, 2011.

Molly MacFadden
Programs Assistant
Museum of Arts and Design
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92 Preliminary drawing and explorations for Small Worlds installation at the Toledo Museum of Art, Toledo, OH

If you scale down the world, you must, by necessity, edit. Humans do not 
relate well to the colossal, to the infinite. How to understand something 
enormous? By making a microcosm of it at human scale or smaller. A 
microcosm is something in miniature that captures the characteristics 
of something much larger. The Small Worlds exhibition began as a 
meditation on small things — the incredible and indelible appeal of the 
miniature. It has evolved into a consideration of smallness as an idea and 
what that means in today’s world…. 

Each of the artists in Small Worlds creates a work that examines the 
tensions between microcosm and macrocosm, exploring the role of scale 
in meaning-making. Their art takes something common and reflects it 
back to us in ways that shed new light on the familiar. Gregory Euclide, 
inspired by both the museum and the city of Toledo, has included sections 
of landscape and buildings evocative of a mapping of the museum and its 
relationship to the community…. 

Euclide’s work brings new dimension to the tradition of landscape 
within art history. He does not confine his interest to our collective ideal 
of landscape, but actively engages with landscape as we actually live 
in it: “bent around the making of land’s new use.” We often have a 
romanticized vision of an unspoiled landscape, unmediated by man; but 
most of the landscape with which we come into contact is defined by 
human interaction, even if it doesn’t appear so. Nothing is virgin territory. 
Euclide’s sculpture reminds us that there is no separation between what 
we do on a daily basis and where we go in the world. 

In creating his striking site-specific installation for Small Worlds, Euclide 
has drawn inspiration from the local environment of the Toledo Museum 
of Art. The construction — the largest Euclide has yet made — comprises 
materials (sticks, leaves, packing crates) found mainly on the museum 
grounds or in the Toledo area. By utilizing local materials, he takes pieces 
of our familiar environment and re-presents them to us in a way that 
makes them new. But as in all his work, Euclide goes beyond the local 
and the specific, combining knowledge of the history of landscape in art 
and the powerful influence of the land on culture and society in general.

Excerpted from an essay for the exhibition Small Worlds held at the 
Toledo Museum of Art, November 19, 2011 – March 25, 2012.

Amy Gilman
Associate Director and Curator of Contemporary Art
Toledo Museum of Art
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