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England and Pennsylvania. Early collectors believed that these were 
the richest regions in the United States for findi ng folk art. Objects 
made by the Pennsylvania Germans constituted. the majority of Ameri­
can folk art. Collectors also recognized a third region which produced 
exemplary folk art, that of the Spanish-American Southwest. Because of 
the aesthetic bias of the collectors, three regions. two in the northeast 
and one in the Southwest, were purported as the only places where folk 
art was being created. 

Specificall y, what was included in this exhibit of Ameri can folk art? 
Accordingto Cahill"thegreatest. production of American folk art was in 
painting" (1932:10). Inn signs, shop signs. and paintings on velvet were 
included in the exhibit along with a large stock ofportraitures(1932:10). 
The second largest category of folk art was sculpture; in this area, ship 
figureheads. weathervanes, wild fowl decoys. shop signs, lawn figures 
and toys were the featured items (1932:19). Although Cahill believed 
that such works of art deserved a place in the history of art in the United 
States. it was not art that should be "valued as highly as the work of our 
greatest painters and sculptors" (1932:27). Cahill 's contention that folk 
art represented "simple, unaffected and chil dl ike expressions[s] of men 
and women who ... did not even know that they were producing art" 
succinctly expresses the general opinion held about folk art during the 
fir st half of this century. 

In addition to Cahill's 1932 publication, two other catalogues in the art 
historical vein deserve mention. Abby Aldr ich Rockefell er owned a 
signifi cant collection of fo lk art which is presently housed at Williams­
burg in Virginia. In 1957, Nina Fletcher Little published a catalogue of 
this collection entitled TIw Abby A Idrich Rockefeller Folk Art Collection. 
A 1974 exhibition catalogue. The Flowering of American Folk Art. 
published 50 years after the fir st fo lk art exhibition is an important 
catalogue of paintings, sculptures and decorations viewed solely from an 
aesthetic perspective. This catalogue is testimony to the conti nued 
employment of the aesthetic approach to folk art. Two works in the art 
historical tradit ion that approach a folk loristic look at art are Allan 
Ludwig's study of Yankee gravestone art (1966) and Robert Trent's 
study of a Connecticut chairmaking tradition (1977). 

The Index of American Design (1950) by Erwin Christensen and 
produced under the direction of Holger Cahill as a WPA Federal Art 
Project is an important record of American design. It was commissioned 
in response to artists' need for work as well as a public desire for 
in formation on American design. The Index "is the story. told in 
pictures, of articles of daily use and adornment in this country from 
earl y colonial times to the close of the nineteenth century" (1950:ix). The 
coll ection includes photographs and watercolor renditions of weather-
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vanes, furniture, costumes, and pictorial art. 
Twenty-six years after the fir st exhibi tion of folk art was presented, 

collectors, critics, and curators were still debating over the definition of 
folk art. In the Spring 1950 Antiqt«?s magazine published an article 
entitled "What is American Folk Art?" which brought together thir teen 
authorities to express their views on folk art. This coll ection of 
statements represents the theoretical base employed by early collections 
of American fo lk art. Contributors included art crit.i cs, curators, 
individuals from art museums and historical associations, and one 
�f�o�l�k�l�~�r �i�s �t�-�L�o�u�i �s� C. Jones. Their views on folk art varied widely, 
rangmg from statements claiming that fo lk art was the "naive expres­
sion of a deeply felt reality by the unsophisticated American artist" 
(1950:355), "child art on an adult level" (1950:356), and the "crude 
imitations of the luxuries enjoyed by the upper classes" (1950:357) to folk 
art being "home-grown art" (1950:360). It would be difficu lt to arrive at 
a composite definition of folk art from such disparate viewpoints, yet 
what this symposium of opinions succeeds in doing is revealing the lack 
of consensus over the nature of folk art and the relative lack of fo lklorists' 
statements on the matter. Up unti l the 19605 folklor ists had emphasized 
the study of oral traditi ons over the material aspects of culture. Several 
fo lk lorists had, however, published a number of works in the first half of 
this century on folk art which are worthy of note (see, for instance, Rice 
and Stoudt 1929 and Stoudt 1937). John Baer Stoudt and John Joseph 
Stoudt were working under the aegis of the Pennsylvania German 
Folklore Society. a society which has had a long history of interest in folk 
art (Bronner 1984:xxii). 

ART AS A SOURCE OF SOCIAL HISTORY 

The lone folklorist who was represented in the Antiqu..es symposium 
was Louis C. Jones. Jones, di rector of the New York State Historical 
Association and the Farmers Museum at Cooperstown since 1947, was 
an important force in the study of American folk art. Jones built up a 
major collection of folk art and contributed to the growing interest in 
folk art, largely through a major exhibition and catalogue, co-authored 
with Agnes Jones, entitled New-Found Folk Art of the Young Republic 
(1960). 

Jones' efforts and involvement in the folk art movement are best 
viewed in li ght of the developing field of folkl ife studies Jed by Don 
Yoder in the early 19605. The outdoor museum, of which Jones was a 
director, was an important institution for recording and studying 
traditi onal culture. Employing a folklifeapproach, Jones was one of the 
first folklorists to analyze material traditions in an effort to understand 
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fol k culture as a whole. Although Jones approached folk art from an 
aesthetic and art-oriented perspective, he was interested. in folk art as a 
source of social history. "The importance of a folk genre piece." stated 
Jones "may be greater as a document than as a work of art, and it should 
be recognized as a supplement to the written word, as a historical 
source" (1982:167). 

Another individual who contributed to the Antiques symposium and 
who viewed art as a source of learning about A meriean cu lture wasJohn 
Kouwenhoven. His ideas were first aired in a seminal book entitled 
Made in A men.ca: The A ris in Modern Civilization (1948) wh ich has had 
a lasting influence on material culture specialists and folklorisb. 
Kouwenhoven went beyond suggesting that we shift our thinking about 
the nature of folk art. In hi s attempt to use nonverbal evidence to gain 
insight into American culture, Kouwenhoven contributed greatly to 
material culture and American Studies scholarship. Kouwenhoven 
further suggested that such artifacts must be studied in their cultural 
context, a view shared by folk art scholars today. 

Kouwenhoven suggested that there was no folk art in the United 
States and that what was being called folk art was merely "surviving 
remnants of traditional folk arts" which were transferred from Euro­
pean traditions (1982:88). Kouwenhoven coined the term "vernacular 
arts" to refer to those artistic forms ("tools, toys. bui ldings. books, [and) 
machines") which were produced in an expand ing democratic c iviliza­
tion (1982:88). "In the vernacular," stated Kouwenhoven in theAntiqua 
article, " ... we can di scover the sources of artistic forms which belong 
to our own time and place" (1950:359). Kouwenhoven believed it W88 

these "vernacular" objects that revealed more about American culture 
than old world survivals. Kouwenhoven was clearly in the forefront of 
American Studies in his criticism of scholars who neglected to use 
nonverbal evidence to understand American cu lture and who relied too 
heavily on "verbal translations of reality" (1982:90). Kouwenhoven 
contended that anthropologists and archaeologists possess the tech­
niques which may be used in evaluating the artifacts and folk arts of 
American culture. 

ART AND CULTURE: AN ANTHROPOLOGICAL APPROACH 

Anthropologists. whi le mostly concerned with "primitive" art, have 
contributed to the vast body of literature on traditional art. It is useful to 
review the literature on anthropology and art in the context of folk art 
scholarship for obvious reasons. the central one being the innuence(both 
realized and potential) that several anthropologists have had on folk­
lorists' definitions and approaches to the study of folk art. 
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In their study of primiti ve art. anthropologists have taken the view 
that art is a manifestation of culture. Art objects are seen as cultural 
artifacts which may reveal a multitude of information about cultural 
patterns. Anthropologi sts such as Clifford Geertz and Robert Plant 
Armstrong contend that art has a polent symbolic power and that to 
understand another cu lture one must study those things that produce, 
what Armstrong calls, "aHect." Anthropologists have stressed the need 
for studying art within the contextof the culture which produces it. In 
1927 Franz Boas wrote: 

each cu lture can be understood only as an historical growth 
determined by the social and geographical environment in which 
each people is placed and by the way in which it develops the 
cultural material that comes into its possession from the outside 
or through its own creativeness [1955:4]. 

In 1927 Franz Boas laid out the essentials of a definition of art in 
anthropology in his widely influential book Primitive Art. Art, contend­
ed Boas. is concerned with form and with the ideas assoc iated with the 
form. An artistic form, wh ich tends to remain stable in a "primitive" 
cu lture. is the result of tech nical experience. Artistic enjoyment is. in 
part, der ived from the form of the art object because tech nical expe rtise 
and a fee li ng for form and beauty are inextr icably li nked. Art is a lso the 
expression of thoughts and emotions and often serves as a meaningful 
symbol within a culture. Boas pointed out that artistic enjoyment may 
also derive from natural forms. but because they are not the work of 
human activity they cannot be considered art(1955:11-13). In sum. Boas 
stressed the relationship b~tween cultural meaning and art; t he impor­
tance of techn ique. skill and competence required to produce art; and 
the reaction of members of the society to the final art form. 

Ruth Bunzel's The Pueblo Potter: A Study of Creative hnaghwtiou in 
Primitive Art (l929) is a study of pottery traditions in several Pueblo 
communities. Work ing in the anthropolog ical trad ition. Bunzel was 
concerned with the origin and developmentoftraditional pottery forms. 
She was interested in the ind ividual artists' response to the material and 
cultural environment in producing their art. Th is was a pioneering 
work in the field of anthropology which arrirmed that fo lk art was an 
important cultural element. Bunzel's work demonstrated t hat a ny study 
of an artistic tradition must involve a close look at ind ividual a rtists and 
the parti cu lar culture in which they are work ing. 

Anthropologists have also been interested in the symbolic natu re of 
art. This school of thought may be viewed as an extension of Boas' theory 
of art as an element. of culture. Art is more than an aspect of culture, 
however: it embodies cultural meaning and serves as a symbol for 
cultural ideas and beliefs. Clifford Geertz. in an essay entitled "Art as a 
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Cultural System," (1976) propounded that a theory of art is at the same 
time a theory of culture. Geertz proposed a semiotic approach to art 
which is concerned with the meaning behind works of art-with "how 
signs signify" (1976:1497). In a move away from an aesthetic or func­
tional approach to art, Geertz suggested that to study an art form is to 
study those aspects of culture which are collectively formed and that are 
deeply rooted in a culture (1976:1478). The connection between art and 
collective life lies only on the level of deep cultural meaning and, thus, an 
investigation of signs must occur in their natural habitat. 

An anthropologist whose work has had wide innuence among folk­
lori sts studying material culture is Robert Plant Armstrong. In his 
classic work The AfJecting Presence (1971), Armstrong talks about art, 
not i n terms of beauty or aesthetics. as have so many scholars before him. 
but as works of affecting presence. He defined such works as objects and 
happenings in a cu lture that are "purposefully concerned with potency, 
emotions, values. and states of being or experience-all, in aclear sense, 
powers" (1971:4). 

Inherent in this approach to art is the importance of the intention of 
the creator in producing a work conveying affect. Works of art which 
are intentionally produced are invested with feeling and are accorded 
special treatment within aculture. Armstrong. like Boas, distinguished 
between affecting works created by man and those that occur naturally; 
the latter. concur both. do not come under the purview of the anthropo­
logist. even though they are recognized as producing an affect. An 
example of an affect ing thing occurring naturally would be the tree that 
"explodes into the most exquisitely formed. namboyantly irridescent 
blast of color" that Roger Welsch discussed in a 1980 essay on defining 
folk art(1980:232). The tree obviously produces "affect" and is viewed as 
an affecting work by the local community but it cannot be considered art 
because it is not the work of humans. Henry Glassie, in his discussion of 
folk objects, insists upon the importance of artistic intentions. "Art 
cannot include th ings." states Glassie. "which the producer did not 
consider aesthetically, even when we find them pleasing" (1968:30). 

The affecting work should not be viewed as a symbol but rather as an 
idea. Once the work is created it embodies the idea the creator had in 
mind. "The affecting presence. then" stated Armstrong "is a very 
particular cultural reality. an entity. like the creator from whom it 
sprang and whom it perpetuates" (1971:195). 

Folklorists' intcrest in material culture grew out of the folklife studies 
movement led by Don Yoder in the United States in the 1960s. This 
movement. which began in Europe in the early 1900s, served to broaden 
folklorists' notion of appropriate subjects of research; the folklife 
approach embraced all aspects of folk culture, including material cuI-
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ture. Up until that time. fo lklori sts were mostly concerned with oral 
traditions. Folklife special ists advocated that material traditions should 
be stud ied in relation to cu lture as a whole. This movement, coupled with 
the r ising interest in "contextual" studies which emphasized the 
importance of context over text and the performance qualities of 
folklore. may be viewed as the beginning of a shift away from lookingat 
folk art as a text to be collected and more as a process to be examined in a 
live context. 

If the folklife studies movement pointed up the need to look at material 
aspects of culture as well as spi ri tual and oral aspects. then Henry 
Glassie's study Pattern in the Material Folk Culture oj the Eastern 
United State.<; (1966) was a landmark work which signaled the nascent 
interest on the part of folklorists in studying material culture. Glassie 
drew upon the discipli nesof folklore. folklife, and cultural geography in 
his effort to define folk cultural regions based on evidence supplied by 
material culture. Although Glassie relied heavily on folk house types for 
examples. his study laid the grqundwork for a rigorous study of folk art. 
In Pattern in the M(lterial Folk Culture. Glassie defined material culture 
as those aspects of "human learn ing which provide a person with plans, 
methods. and reasons for producing things which can be seen and 
touched" (1968:2). Giassie employed Robert Redfield's definition of the 
folk society and noted that students of material culture would not be 
confronted with an ideal folk society but rather would be faced with 
groups innuenced and dominated by popular culture. A folk group, 
then. could be distinguished from an eli te or popular group by its 
conservative orientation. A folk object. says Glassie, is both traditional 
and "non-popular." It persists through time and is created by groups 
who are part of neither high culture nor mass culture (1968:6). 

Henry Glassie's viewpoints diverge most dramatically from Holger 
Cahill's statements made in the early 1930s in his consideration of the 
aesthetics of the folk group in determining the "folk" nature of an object 
as well as viewing folk art. fir st and foremost, asa cultural artifact. In an 
essay entitled "Folk Art" (1972) published four years after Pattern in the 
Material Folk Culture Glassie classified folk art in relation to cultural 
norms. Folk art. he posited. relies on local support and endorsement; is 
divorced from "rapidly changing fashions"; and is conservative and 
enduring (1972:258). In addition, Glassie considered questions of form. 
sty le, and audience. In a folkloristic study of art it is crucial to 
understand both the aesthetic views of the artist and the folk group 
within which the artist works and how those aesthetics are articulated in 
the art form. "The problem of folk art (as opposed to folk craft) 
scholarship. then." stated Glassie in this essay "lies less in identifying 
spec ific forms and technics than it does in identifying the characteristics 
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oC the trad itional aesthetic philosophy that governs the selection. pro­
duction, t reatment, and use oC forms" (1972:253-254). In an attem pt to 
understand the Colk aesthetic it is necessary to em ploy a rigorous study 
based on cu ltural, artiCactual. scientific, and behavioral observations 
(1972:268). 

Classic's thinking in the Cield oC material cu lture has developed most 
profoundly along the lines of structu ral theory, in seeing the deep 
relationsh ip between fol k objects and the environme nt from which they 
arise. In an essay en titled "Structure and Function. Folklore and 
Artifact" (1973) Glassie outlined a structu ral approach to the study of 
art ifacts. In a st ructural analysis the scholar moves "from properliesof 
the object to proper ties in the mind of the object's producer" (1973:326). 
Such a study entails selecting an object and determining how form is 
related to function and how structure is related to mean ing (1973:317). 
This type of study requires looking at artifacts more as signs than as 
objects, yet "the artifact should be analyzed as practical and aesthetic, as 
object and sign" (1973:340). 

C1assie applied his structural theory of artifacts in a work entitled 
Folk Housing in Middle Virginia: A Structural A nalysis of Histone 
Artifacts (1975). Although this book is not directly related to folk art. as 
defined for the pu rposes of th is essay. the import of C1assie's th ink ing is 
significant in the broad Cield oCmater ial cultu re studies of wh ich fo lk art 
is a part. 

In a 1978 essay "MeaningCul Things and Appropriate Myths: The 
Artifact's Place in American Studies" Classie furthered his ideas about 
probing artifacts for hidden structure and meaning. Here. he proposed 
thatartifactual languagecontained as much information about human­
ity and cu lture as verbal language. Thus. to discover cu ltural mea ning it 
is essential to employ artifacts as a rich source of data. In many ways, 
C1assie was further ing Kouwenhoven's ideas. which were laid out in the 
19405, regardi ng the use of nonverbal ev idence to understand American 
civilization. 

If Holger Cahill and others of his day brought folk art into the 
limelight with their collecting efforts. Michael Owen Jones brought folk 
art into the fore of folklore scholarship with a thorough analysis of a 
tradit ional artist and thecontext in which his creative activity is set. The 
Hand Made Object and Its Maker( 1975). about a Kentucky chai rmaker, 
was a watershed study of a folk artist for several reasons. First, J ones 
departed from prev ious scholarship by studying a contemporary, on­
going artistic activity rather than a tradition that was dead or dy ing. 
Secondly, the focal point of his study was the ind ividual and not the art 
object per se. J ones' central concern was to understand human behavior 
and how and why people made th ings by hand: this approach led him to 
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explore human psychology and how it affected production. Jones 
eschewed concepts oC"art," "Colk," "culture," and "Col k lore" because they 
reveal little about the creative process. Thirdly, although studying what 
is tradit ionally thought of as a craft. J ones made no distinction between 
art and craft because he felt that aesthetics and utilitarian purposes 
were inextricably linked in the chai rmaking bus iness. 

In asignificantsh ift away from look ing at the object, J ones focused on 
the process and the event of creating art Jones examined the many 
factors which influenced the making of chairs: "tools, materials. tech­
niques of construction, designs learned from other producers, customer 
preference, mistakes, accidents, and especially the craftsman's beliefs 
values, and aspirations" (l975:v iii ). He defined art as: ' 

the sense of ski ll in the making or doi ng of that which functions as 
(among other things) a stimulus to appreciation of an individual's 
mastery of tools and material s apparent in what he has made' the 
outputof that skill : and the activity man ifesting the use of that ~kill 
[1975:15]. 

Th is approach represented a radical depar ture from previous studies of 
folk art which tended to value the art object more than the individual 
artists. Simon Bronner employed this "behaviori st" approach in his 
study of a Mennonite painter entitled "Investigating Identi ty and Ex­
pression in Folk Art" (1981). Joh n Vlach noted J ones' influence in his 
study of a blacksmith, Charleston Blacksmith (1981). TM Hand Made 
Obiectand Its Maker remains an important work for folk lor ists and folk 
art specialists; J ones questioned prior ways of looking at folk art and 
proposed new methods of gathering data . and inso doing, hoped to gain a 
better understanding of individual behavior and the creative process. 

As pointed out ear lier , the collectors of folk art focused their aesthetic 
attention on three regions of the country to define an entire genre of fol k 
art. SU,ch a bias is read ily apparent today. In addition, certain groups 
were Viewed as being more prolific than others. John Vlach's study TM 
A/ro-A merican Tradition in Decorative A rfl> (1978), thus, stands out as 
an im~rtant work which drew upon a variety of disciplines-anth ropo­
logy, history, and folklore-to define the material cultu re of ACro­
Americans, a group which has largely been neglected in folk art 
scholarship. This work represents an historical and eth nographic ap­
proach to folk art. Vlach surveyed Afro-Amer ican decorat ive arts­
pottery, boatbuHding, blacksmith ing, basketry. musical instruments, 
wood carving, qui lti ng, graveyard decorations, and architecture-and 
presented each one in the context in which the art was created. Vlach's 
study is significant because of its focus on the t rad itions of a particular 
group. viewed from the aesthet ics of that group, and set within the 
context of their everyday life. Vlach pointed out in his introduction that 
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to look at objects alone would produce spurious results because Afro­
American arts and crafts have been practiced for so long in so many 
places. Cultural infl uences. both African and European, have helped 
create these traditions and only when viewed in that light can they be 
properly understood. An anthology of articles on Afro-American arts 
and crafts (1983) edited by William Fer ris is also an important contri­
bution to scholarship on black material cu lture. 

An exhibition held at the Winterthur Museum in Delaware in 1977 
represented the first effort on the part of a major museum to di splay a 
portion of its folk art collection and include cultural informat ion on the 
artifacts. Moreover , objects were selected on the basis of contemporary 
notions of what constituted folk art. In the exhibition catalogue Beyond 
Necessity: A rt in the Folk Tradition (1977). Kenneth Ames analyzed and 
traced the dominant thoughts and trends in fo lk art study. Ames took a 
critical look at the assumptions and the stereotypes of folk art and artists 
which have been perpetuated for decades and wh ich continue to in­
fluence the scholarsh ip. In the latter portion of his essay, Ames 
adumbrated the key ingredients of fol k art: t radi tion, decoration, and 
competence. Although Ames moved away from an aesthetic approach to 
folk art and employed concepts of tradition and competence as central 
cri teria (concepts folklori sts would agree with), the objects to which he 
continually refers are largely from the 18th and 19th Centuries. Yet, 
Ames' book remains a pivotal work which challenges assumptions about 
collecting and exhibiting folk art. 

A second publication al so emerged from the Winterthur exhibition. 
Perspectives on A merican Folk Art (1980), ed ited by Ian Quimby and 
Scott Swank, is a collection of essays written by folklorists, anthropolo­
gists, art historians, and curators. The essays, as stated in the preface, 
represent a "revisionist treatment" of folk art: they explore historical, 
regional, ethnic, and theoretical issues pertaining to folk art. The central 
a im of the conference which led to this publication was to move away 
from an elitist ap proach to fol k art and broaden the scope of folk art 
scholarship, 

Probab ly the 19805 analogue to the exhibition cata logues published in 
the 1920s and '30s wou ld be the catalogues of fo lk art exhibitions 
highlighting the folk ar ts within a state or a region . The folk art pre­
sented in such exhibitions is art "which has grown through time within a 
commu nity" (S iporin 1984:2). Historical information, cultural context. 
and an emphasis on the continuance of a tradition serve to place folk art 
squarely within the con text of a local or community setting. These 
catalogues often classify art within a broad subject area such as front ier 
or ranch. or whimsey and recreation; the folk arts associated with thoee 
activities are thus presented in their natural context (albeit within an 
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unnatural medium), Although these catalogues vary in size and range, 
several exemplary works are worth noting: Always in Season: Folk Art 
and Traditional Culture in Vermont (1982) by J ane Beck; Utah Folk A rl 
(1980) by Hal Cannon; Webfoots and BunchgrassC'rs: Folk A rts of the 
Oregon Country (1980) by Suzi Jones; and Folk Art of Idaho (1984) by 
Steve Sipor in. 

Folk art exhibition catalogues from public agencies represent an 
impor,tant trend i,n folk art scholarship: "the new vantage of public 
agencies. from whl~h many students of folk ar t write is creating new 
pe rspectives, espeCially for the identification and presentation of folk 
arti.sts" (Bronner 1984:269). By and large it is the state folk arts co­
ordm~tors who ~re producing these exhibitions and catalogues which 
crealively combine the approaches of art historians, anthropologists 
and folklorists. In keeping with the art historical tradition, theyemplo; 
the medium of the exhibition to present folk ar t to the public, Borrowing 
from the anth ropologist, they provide rich documentation on artistic 
traditions and set ~hem within a meaningful cu ltural context. And. from 
folklore scholarsh ip. they employ rigorous criteria for defining folk art 
based on shared aesthetics, tradition. and informal transmission, More 
studies focusing on artistic traditions within a state or region or other­
wise cultu rally d ist inguishable locale are sorely needed. 

The stu~y of folk ar t may be broken down into two major eras: the age 
of coll~tmg and the age of interpretation and analys is, Although 
folklor.lsts tend to lament previous scholars overriding concern with 
~oll~ctmg folklore and treating materials as items, collecting is an 
mevl table a~d neces~ry process in most scholarly studies. Holger Cahill 
was the qUintessentIal collector of folk art in the 1930s and '405 Al­
though Cahill treated the artworks that he collected as mere texts' and 
arbitrarily assigned categories of naive, folk, or primitive to them his 
foresight in collecting art that was not fine art must be applauded.' 

Although there were a few folklorists study ing folk art before the 
1960s, material cultur~ studies di? not take a firm hold in the discipline 
offol klore before that ti me. Thus, In the 19605 folklor ists entered an area 
of st~dy that ~as bee,n ongoing since the late 19205. Folklorists approach 
to ~hl s ne": fIeld of ~nterest was to move away from looking at the art 
object for Its beautiful or otherwise aesthetic qualities, as their fore­
ru~ners had, and instead concentrate on the artistic trad ition, the 
arlists. ~nd the cu ltu ral environment in which the art was produced. 
Folk loriSts began studying folk art at a time when the discipline of 
fo lklore was undergoing changes in its overall approach to folklore 
~aterial.s. This had a positive effect on the study of folk art and an 
Interest In art as a text was supplemented with an emphasis on art in its 
context. 
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BIBLIOGRAPHIC RECOM MENDATIONS 

"Major Studies~ 
American Folk Art, The A rt ojthe Comm(fll Man in America: 1750-1900 (1932) by Holger 

Cahill was the first major exhibition catalogue which signaled the beginningof the folk .art 
movement. Henry Glassie's Pattern in Ih e Material Folk CUitllYe oj the Eo.ster1l ~n'Ud 
States (1968) was a landmark study in folklore. It was the first significant work focuSlngon 
material culture by a folklorist. The Hand Made Object and Its Maker (1975) by Michael 
Owen Jones represents an approach to folk a rt which focuses on the individual and 
creat ivity. Made in America: The A rtII in MO<krn Civilizat ion (1948) by John Kouwen· 
hoven is an important work which called for the use of mater ial cultu re as a source for 
social history. Beymld Neee~8ity: Art in the Folk Tradition (1 977) by Kenneth Ames 
challenges art historian's and collectors' assumptions about fol k art 

"Major Reference Works~ 
The m08t important reference tool todate for American folk art isA merican Folk A rt: A 

Guide to Resources (1984) edited by Simon Bronner. It contains bibliographie cssays on 
folk a rt onranized around major topics. Simon Bronner's B ibiiouraphy of A merican Folk 
and Ver1Ianilar Art (1980) is the only comprehensive bibliography on American folk art. 
The /IIdnoj American Del/iun (1950) by Erwin Christensen is an importantSQuree hookon 
early American folk art and design. 
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