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The permanent art collection for
the United States embassy in
Vientiane, Laos, offers a diverse
array of materials, subjects,

and aesthetics. The collection
includes the works of both Laotian
and American artists, whose
works range from those celebrat-
ing nature and organic materials
to those that turn our focus to
the machine-made, from earthy
textiles to bright-colored geomet-
ric sculptures. Laotian cultural
heritage and tradition is the force
that unites this diverse display.
The enduring influence of Laos’s
rich textile tradition can be seen
in the paintings, the sculptures,
and the textiles on display. Other
works evoke the natural beauty
of Laos as well as its complex
religious and political histories.

These distinctly Laotian themes
are expressed in a variety of
media in the exhibit, from Anne
Crumpacker’s illuminated bam-
boo sculpture, Ancient Luminary,
to the textiles produced in
Vientiane’s textile collaborative
workshop, Ock Pop Tok, to Dan
Steinhilber’s site-specific sound
installation Free Reeds. The
unique culture of Laos and its
ability to inspire outside artists
is evident throughout the art.

Still, as distinctly Laotian as this
exhibition is, it also speaks to the
shared values of cultures across
the globe, as well as the shared
goals and interests of the artists
who express these values. Just as
heads of state can find common
ground via diplomacy, artists from
different backgrounds can find

a shared humanity that is uniquely
expressed through their artworks.
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Anne Crumpacker
Ancient Luminary, 2012
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“Twenty years ago, in Tokyo, |
stepped into a freshly cut, mon-
umental bamboo installation....
In that moment | experienced
a palpable elevation, the sense
of deep order and connection
present in a sanctuary or sacred
place. Since then bamboo has
enchanted me, as it has artists
and artisans for thousands
of years.” Anne Crumpacker’s
natural woven sculptures create
a similarly elevated response in
theirviewers. The organic mate-
rials stand out powerfully, with
Crumpacker’s hand playing a
subtle, guiding role that allows
the natural materials to have the
dominant voice. In addition,
her sculptures make use of light-
ing to bring attention to the
texture and pattern of her mate-
rials. As a result, Crumpacker
achieves the same sacred “sense
of deep order and connection”
that she encountered in Tokyo. It
is almost as though her hand
works on behalf of the materials,
rather than the other way around.

“My work interweaves scale and
proportion —thin, medium

and thick crosscut bamboo sec-
tions, the interplay of light and
shadow —to create living topog-
raphies. My long immersion in
Japanese aesthetics guides me
as | work intuitively, following

a path of discovery.”2

1 Statement on Anne Crumpacker’s
website: http://www.crumpacker
bambooart.com/artist/.
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Marisa Darasavath
Sunset, 2012
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Laotian painter Marisa Darasavath
is one of her country’s leading art-
ists. Her fanciful paintings verge
on abstraction, with flattened
fields of color, areas of pattern,
and elegant lines solidifying

into recognizable figuration. Her
works often depict women and
the domestic world in celebra-
tions of women’s lives that gives
them a power that is so often
lacking in the real world. As she
has said “l traveled a lot with my
family across Laos and saw how
women lived ... Those things really
influenced me and gave me the
idea to combine the contours of
human figures with the contours
of nature. | also like to combine
history with the present, to make
it fun but also an interaction.”s
Thus, her oeuvre, which visually
recalls the artistic traditions of
Laos —especially its textile tradi-
tion —offers a new perspective.

Darasavath graduated from

the National Institute of Fine Arts
in Vientiane and has exhibited
widely around the world, including
at the 2013 Singapore Biennale.
Her work can be found in private
and public collections around

the world.

3 Quoted in NYTimes:
http://www.nytimes.com/
2015/03/16/arts/international/
laotian-artist-helps-
redefine-contemporary.html
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Jane Hammond
All Souls (Pakbeng), 2013
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Between the delicacy of the
butterflies and the soft, faded
quality of the maps on which
they perch, Jane Hammond’s
“butterfly maps” have a powerful
effect, suggesting history, beauty
and the fragility inherent to the
human experience.

“The first of these pieces came

to me in adreamin 2004,”
Hammond says. “| had been
watching footage of the Iraq war
and the dream showed me a map
of Iraq covered with butterflies....
To some degree all the maps

in this body of work have married
old places and a sense of his-
tory, time and age with the fresh
beauty of the butterflies and
their implicitly short life spans.
Also, many but not all, of the
places have been places that one
associates with danger, conflict
and/or death.”* The resulting
tension of Hammond’s work is
irrefutable and gripping.

Hammond further says that “all
of the pieces in this series are
named All Souls followed by a
specific place name of some
town or city on the map.... This
All Souls title is a reference to

the implication that butterflies
have of cycles of life —1 think one
always thinks of the different
stages of living and dying they

go through. And perhaps here is
the implication, and hope, that
troubled places can cycle into
being not so at some future time.”®
As such, Hammond’s work carries
her viewers through a range of
emotions from nostalgia and loss,
to despair, and back to a glimmer
of hope shining on the horizon.

4 Statement emailed by the artist,
July 8, 2015.
5 lbid.
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Lyn Horton
Light Lines I and I, 2013
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Lyn Horton’s process begins
with the pure white page, activat-
ing the blank field of space with
dynamic lines and movement.
She says, “No simple explanation
forwhat | do as an artist exists.

In fact, any explanation would
involve codifying a state of mind,
a way of life, a means to see,

a principle of understanding, a
consciousness of totality.

My work tells the tale that is

as much about the viewer as it is
about myself. My work invites
the viewerto come in and be
exposed to its energy and to dis-
cover all aspects of what is seen,
to be placed in another dimen-
sion, which is neither flat nor
three-dimensional, to be without
history, to disappear in body,

to focus the mind, to rest the soul,
to transcend the “it-ness” of

the work’s materiality and bond
with the eternal, which, |, as the
artist, can only indicate.”

Horton’s work reflects the
rhythmic musical pattern of jazz.
Many of her drawings are made
of hypnotic twists of interwoven
lines starting with circles and
swoops that build to a crescendo-
one layer over the other, line
after line (or note by note and
phrase by phrase)-in a repetitive,
rhythmic, musical pattern. She
asks you to see the jazz music
she loves. A well-regarded music
critic in her own right, Horton is
published in Jazz Times, The
New York Jazz Messenger, and
other publications.
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J. Ivcevich
Blue Mandala Diptych I, 2013
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In his symmetrical Blue Mandala
Diptych I, J. lvcevich makes

use of a ubiquitous visual element

of urban life, promotional post-
ers found on the subway, and
explores their significance in our
daily lives. His reinterpretation

of these quotidian objects serves
as a meditation on urban life,
helping his viewers find quiet and
beauty within the frenetic and
gritty world of the city.

That lvcevich calls his works
“mandalas” gives them an imme-
diately spiritual significance,
since the word “mandala” refers
to the imagery of Buddhism

and Hinduism. In addition, there
is a psychological element

to lvcevich’s works, which he
admits resemble the inkblots of
a Rorschach test. As Ivcevich
says, “By using the ... Rorschach
idea, it left a lot more open to
the viewer.”®

There is also an undeniably
cartographic quality to lvcevich’s
mandalas. Given the many
possible interpretations of the
mandalas, the cartographic
quality can almost be under-
stood to be metaphoric: lvcevich
has created maps of the psyche,
maps of urban life, and maps
of the spiritual. That his works
leave so much open for inter-
pretation makes them extremely
appealing, and is certainly
Ivcevich’s goal. He says, “In a way
it is cartography of contempo-
rary culture, because with these
shredded posters it’s the ephem-
eral evidence of our culture and
pop culture and society.” Adding,
“Itis kind of like urban archaeol-
ogy in a way, too.””

6 Garvey Simon interview on YouTube,
March 14, 2014: https://www.youtube.
com/watch?v=EgJCVsjMP54.

7 Ibid.
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Judy Ledgerwood
Untitled, 2014
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Falling somewhere between
geometric precision and

the looser style of folk art, Judy
Ledgerwood’s paintings are
inviting and friendly, while also
suggesting profound ideas. By
engaging both the precision of
grid-like structures and the idio-
syncrasy of hand-painted forms,
her triptych of stacked can-
vasses brings together divergent
worlds, creating a welcoming
space for herviewers.

Not only does her work marry
the old to the new and the
machine-made to the handmade,
but it also incorporates the
cultural traditions of Laos. As she
says, “The shape repeating within
the composition is a zigzagging ‘V’
that meets to form an overall
diamond pattern, not unrelated
to the weaving patterns found

in the textiles of Laos.”8 The yel-
lowish-gold in the triptych

also references the dominant
religion of Laos, Buddhism, since
it mimics the yellow color worn

by Buddhist monks.

Color and pattern and space work
together to create a cohesive
package that speaks of the cul-
tural and physical environment
of Laos. As she says, “Each panel
is conceived in terms of where

it sits in space and in regards

to sensitivity to social engage-
ment. The bottom panel is green,
solidly earthy and grounded....
The yellow was selected to honor
Buddhism....The top panel

is conceived of as celestial.”®
Ledgerwood’s careful layering
of colors and textures creates a
mesmerizing abstraction

that serves as something of an
homage to Laotian culture.

8 Statement emailed by the artist,
July 9, 2015.
9 Ibid.
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Ms. Noot

Harvest Organza
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“Ock Pop Tok” translates into
English as “East Meets West,” and
it was from just such a meet-
ing of cultures that the vibrant
textile collaborative was formed.
Englishwoman Joanna Smith and
Laotian Veomanee Douangdala
met in Laos in 1999, when Smith
travelled there on a photographic
assignment for the European
Union. As Smith travelled around
Laos, she became increasingly
enamored of the country’s
impressive textiles, which brought
her to Douangdala, who was
working to continue the textile
traditions of her family, while
also adapting these traditions in
innovative ways.

Thus was born Ock Pop Tok, which
is not just a weaving collective,
but also an economic scaffolding
that supports the work of local
women by ensuring that local
weavers (usually women) can earn
a living wage. Ock Pop Tok also
brings heightened awareness to
their craft across the globe. Even
more, Ock Pop Tok allows weaving
to thrive in its true form, using
traditional techniques and mate-
rials, as opposed to the shortcut
methods so often employed for
the tourist economy.

The two textiles on exhibit at

the U.S. Embassy in Vientiane
are wonderful examples of the
Laotian textile tradition and

its modern life via the Ock Pop Tok
collaborative. Ms. Noot’s Harvest
Organza and Mrs. Phaeng’s The
Kingdom of Naga both use motifs
and materials that recall the

long history of Laotian textiles
and culture. From the use of
grass reeds in Harvest Organza to
the double-headed serpentin
The Kingdom of Naga, both
pieces —visually striking works
of artin their own right —are
suffused with evidence of Laotian
history and culture.
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Ara Peterson
Untitled, 2014
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There is tremendous precision
and intricacy in Ara Peterson’s
large, forceful reliefs, which bring
together two seemingly antitheti-
cal worlds. More precisely,

his kaleidoscopic works reveal
the convergence of these oppos-
ing forces in their combination
of distinct precision and a softer,
organic quality. Even more, his
three-dimensional visual fields
pulse with a sense of continuous
movement in what is undeniably
a static medium. The movement
of his sculptures —and their
wavelike patterns —relates to
Peterson’s interest in the motion
of waves, which make up so
much of the world around us, from
light and sound waves, to the
cresting of swells in a body of
water or throughout the strata of
all material.

Peterson’s dazzling effect is
achieved by means of his focused
process. He cuts progressive
outlines from sheets of wood,
organizes and paints these cut
pieces, and then layers them
together. The resulting sculptures
are often so intricate as to

take on the appearance of a
woven textile.

Optics and color as a route to
physical sensation is an integral
part of Peterson’s work. He has
said, “I determine the sequence
of color combinations to develop
a sense of optical vibration, with
the desire to create an animated
visual experience that impacts
both the viewer’s body and mind.”°

10 “Ara Peterson: Artists in Downtown
Indianapolis,” Cityway (2012)
http://cityway.com/artist/ara-peterson.
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Taykeo
Sayavongkhamdy
Curly Tails of
Entwined Nagas
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Laotian Taykeo Sayvongkhamdy is
an accomplished weaver and the
owner of a thriving textile gallery
based in Vientiane. Her gallery
serves not only as a showcase for
the stunning textiles produced

by her cadre of local weavers, but
also as something of a memorial
honoring her country’s long tradi-
tion of textile-production and

the women who have passed down
the textile tradition for hundreds
of years. Speaking of her gal-
lery, she says, “l want to provide
some sense of the importance

of preserving and taking care of
these textiles. Even if they are

old and fraying, we can still learn
from them by using the patterns
to create new designs.”!"

Much of Sayvongkhamdy’s work
is about keeping just that balance
between old and new. She seeks
to preserve older traditions while
making them fresh and viable

in the modern world. In her textile
on view at the U.S. Embassy

in Vientiane, she incorporates
nagas, mythological serpents
said to live in the Mekong River
and thought to be protectors of
Vientiane. Not only does her work
pay homage to Vientiane’s culture
in its subject matter and imagery,
but Sayvongkhamdy also uses
traditional materials. Rather than
using faster, modern methods
Sayvongkhamdy makes use

of natural dyes and weaving tech-
niques in an effort to preserve
Laos’s centuries-old weaving
traditions. In so doing, she gives
the old traditions new life and

a means of thriving in the twenty-
first century.

11 Quoted in http://taykeotextiles
gallery.blogspot.com/. (From The
Vientiane Times, January 30, 2008,
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Seton Smith
Middle Moon, 2002
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“I think our attitudes vis-a-vis nature
are very complex. We stand in awe
of its majesty, and we are willing it to
remain intact, untouched in our
imagination. We reserve the idyllic
illusion even though peril is advanc-
ing. It is very difficult to photograph
nature without having the generic
look we cling to.”12

Daughter of the acclaimed American
architect and sculptor, Tony Smith,
Seton Smith grew up surrounded

by art, so it is no wonder that her

photographs reveal a keen visual eye.

Smith has earned a name for herself
for honing her eye on ordinary
spaces, both manmade and natural,
and finding something extraordinary
within them.

Many of her works could pass for
watercolor abstractions — formalist
meditations on light, color, and form.
Upon closer examination, however,
Smith’s work emerges from its own
haze. In Middle Moon, for example, a
photograph of the moon hanging in a
deep blue sky materializes from out
of a blurry blue and white abstrac-
tion. Smith’s de-contextualization

of the image is typical of her photo-
graphs. She has described her
photographs as “propositions of
spaces that may provoke our mem-
ories or connect to the inventory of
spaces we have encountered. They
invite you without telling you.... My
images are representational but

can give the optical impression of
abstract fragments of color.”13

As such, Smith flattens space while
simultaneously giving it a powerful
psychological depth that transcends
the tangible world. Her photographs
help herviewers to develop a greater
appreciation for space and their
relationship to it.

12 Eve Aschheim, “In Conversation: Seton
Smith with Eve Aschheim,” Brooklyn Rail
(February 2008). [http://brooklynrail.
org/2008/02/art/seton-smith-with-eve-
aschheim].

13 Ibid.
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Tiao David Somsanith
Clockwise from top left:
Afterthe Rain; Enlightenment
from Sangha; Procession series;
Eucalyptus Leaves
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Prince Tiao David Somsanith,
commonly known as Nithakong,
was raised in the Luang Prabang
court, where he learned the royal
art of gold thread embroidery.
When the Pathet Lao communists
took control of Laos in the 1970s
and the royal family was moved to
re-education camps, the embroi-
dery tradition was almost lost,
since the delicate embroidery art
Somsanith had learned was seen
as a threat to the ideals of the
new regime.

Somsanith spent several years

in France, where he earned a fine
arts degree and continued his
family’s traditional embroidery,
which he has since worked

to revive back in Laos, where he
is now a celebrated artist train-
ing apprentices to carry on the
ancient tradition. He has said
“The mission of the royal family
and the viceroy was to protect
culture and tradition,” which
included the art of embroidery.*
For Somsanith, his embroidery
and his fight to keep it alive is
very much about his love of his
culture and homeland. As he
says, “| remember the festivals
that punctuated life at the court,
where an appropriate outfit

was necessary for each ceremony.
This work represents both my
secret garden, my history, and
the cultural heritage of Laos." His
embroidery keeps alive a vital
piece of his family’s past while
also celebrating Laotian culture
and history more generally.

|.‘.]| .
L T TILALA Jnli.

14 Quoted in Ngoc Loan Lam,
“A Prince Embroiderer without a
Kingdom,” UNESCO Courier
(July 2001).
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Olazone Soukpatumvane
Fafanang, 2012
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Vientiane native Olazone
Soukpatumvane’s works are
replete with symbolism and imag-
ery from Buddhist and Laotian
artistic traditions. Her works tell
stories in the method of earlier
traditions of painting, in which fig-
ures act out distinct narratives.

While we are pulled in by the sto-
ries she tells, it is Soukpatumvane’s
masterful use of colorand her
stylized architectural and vegetal
forms that play leading roles in
her work. These two elements act
as both the setting and the soul
of her works, calling to mind the
unique beauty of Laos and the
Laotian people.
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Dan Steinhilber
Free Reeds, 2015
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Dan Steinhilber has blazed a
new trail in the art world, using
a wide range of materials and
techniques to re-imagine their
conceptual possibilities. In

his Free Reeds sound sculpture
at the U.S. Embassy in Laos,
Steinhilber examines the local
musical tradition of the Khene,
a free-reed instrument made
from bamboo, which has come
to serve as a musical symbol of
Laotian culture. His sculpture
evokes both the instrument itself
and the origin myth about the
instrument, which has come to
serve as a symbol of Laos.

Steinhilber says, “The shapes
and colors used [in Free Reeds]
are made to resemble, in part,
enlarged components of the
Khene instrument’s wind chest
within an open group of bamboo
poles. The spatial arrangement
imagines a moment from the
instrument’s origin narrative.”1®
There are different versions of
the myth, but they all involve a
figure, who sought to imitate the
beautiful sounds produced by
the natural environment. In this
person’s effort to recreate the
natural sounds, so the story goes,
the Khene instrument was born.

“The sculpture will be a functional
place to sit or... create a sound
environment together that cele-
brates how the special experience
of an individual can become an
inhabitable instrument of com-
munity,” Steinhilber says.'® In the
Khene myth, one person’s vision
resulted in a broadly identifiable
cultural symbol. By bringing our
attention to this story, Steinhilber
also draws attention to the great
significance of the individual
within the larger community.

15 Statement emailed by the artist,
October 20, 2015.
16 Ibid.
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Penelope Umbrico
21,377,181 Suns from Sunset from
Flickr (Partial), 2014

cuculau Swste
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WaAncA (U1ggo), 2014
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“Perhaps part of the beauty of taking a
picture of a sunset is that while you are
doing it it’s likely that a million other
people are doing it as well — at exactly
the same time. | love this idea of collec-
tive practice, something we all engage
in despite any artistic concern, knowing
that there have been millions before
and there will be millions after. While
the intent of photographing a sunset
may be to capture something ephemeral
orto assert an individual subjective
point of view —the result is quite the
opposite —through the technology of
our common cameras we experience
the power of millions of synoptic views,
all shared the same way, at the same
moment. To claim individual author-
ship while photographing a sunset is to
disengage from this collective practice
and therefore negate a large part of why
capturing a sunset is so irresistible in
the first place.”"”

In her Suns Penelope Umbrico calls

to mind not only the sun, but also our
collective fascination with the sun,
which accounts for the ubiquity of this
sort of image on the Internet. Umbrico
has been working on her Suns series
since 2006, which consists of collec-
tions of images of the sun cropped
from photographs posted on the image
sharing website, Flickr. In her artist
statement, she says, “For each instal-
lation, the title reflects the number of
hits | got searching “sunset” on Flickr
on the day | made/print[ed] the piece....
the title itself becoming a comment on
the ever increasing use of web-based
photo communities, and a reflection of
the ubiquity of pre-scripted collective
content there. | think it’s peculiar that
the sun, the quintessential life giver,
constant in our lives, symbol of enlight-
enment, spirituality, eternity, all things
unreachable and ephemeral, omnipo-
tent provider of warmth, optimism and
vitamin D, and so universally photo-
graphed, finds expression on the
internet, the most virtual of spaces
equally infinite but within a closed
electrical circuit.”18

17 Statement emailed by the artist,
October 8, 2015.
18 Ibid.
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Unknown Artist
Wedding blankets (2)
SuQstu dazuu
waducei) (2)
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Lao textiles are highly regarded
for their elaborate designs,
mysterious and playful motifs,
rich and beautiful colors, and the
intricate weaving execution.

The Indigo cotton blankets exhib-
ited are typical household items
among the various Tai groups in
the Houaphanh Province of Laos
that is well-known and respected
internationally for textile produc-
tion. Each textile’s design contains
traditional symbolic motifs, most
of which appear concealed within
the geometric complexity.

Some motifs are mythical crea-
tures of legends and folktales
such as Naga, Siho, and Giant

as reflected in the blanket with

a brown border, which is typical
found among the Tai Dam (Black
Tai) and Tai Daeng (Red Tai) peo-
ple from the northern region of
Laos and also in part of Vietnam.
The blanket estimated to be
around 50-60 years old, features
an elaborate pattern combina-
tion of two mythical animals,

the Naga and the Saang Hong,
commonly found in Tai weaving.
Naga is the giant serpent that
sheltered the Buddha under its
hood during his enlightenment
therefore it is associated with the
protective power against the evil
power. Saang Hong, a half bird,
half elephant creature is also
known as a symbol of protection
against evil spirits. It is a majestic
creature that can travel between
natural and supernatural realms.

Others motifs are inspired by the
natural environment: trees,
flowers, clouds, water, rainbows,
sun, and animals. The blanket
with a white border, estimated

to be around 30-35 years old, is
that of a star shape motif but
interpreted as “ring around the
moon” motif — a style particularly
favored by the Tai Khang group.
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Object Descriptions

twuculau s1usta

1

Anne Crumpacker
Portland, Oregon

Ancient Luminary, 2012
Antique bamboo from
traditional Japanese houses,
acrylic, wood, LED lighting
60 x 60 X 7in

2

Marisa Darasavath
Vientiane, Laos

Sunset, 2012
QOil on canvas
63 x b5 ¥5in

3

Jane Hammond
Bridgeport, Connecticut

All Souls (Pakbeng), 2013

Gouache, acrylic paint, metal

leaf on assorted handmade
papers with graphite,
colored pencil, and archival
digital prints

72X 66 x4in

4

Lyn Horton
Washington, DC

Light Lines I and 11,2013
Graphite on paper
10 x14in

1

L9V ORCHNCN
WNaY, totanioy

wRIRMI1I2eTands fiuysaw, 2012
Tyt diiUs fiuysaaanSsuidy
tenzInGudwddy, 91093n, Tl

(e €I9080

152.4 x152.4 x17.78 cm

2

U138 0121290
1U2O9UYDJ0IY A, YUY 210

ncSuAndy, 2012
Suaucdiseda
160 x 140 cm

3

(W CSULUSY
Jowen, asurlindinin

nNN2I3ue (Jancds), 2013
cinnnuuedivgulneniud:du
Uafiunto, der8ian, lamecige
NeSndosJusuaonae, I8 e
nNEUSNIItoseTUGIS
2:9110: 182.88 x 167.64 x 10.16 cm

4
i1l AU St

3890 8

cHuces) | wa 11, 2013
Tucineledigeeducie
25.4 x 35.6 cm

5

J. lvcevich
Dayton, Ohio

Blue Mandala Diptych I, 2013
Acrylic relief on linen
314 x 56 in

6

Judy Ledgerwood
Brazil, Indiana

Untitled, 2014

Mixed media

Each panel measuring
90 x 144 in

7
Ock Pop Tok

Ms. Noot

Luang Prabang, Laos
Harvest Organza, no date
Silk

28 %0 %x 98 % in

Mrs. Phaeng
Houaphan Province, Laos

The Kingdom of Naga, no date

Silk
28 x60 ¥sin
Image not shown

8

Ara Peterson
Boston, Massachusetts

Untitled, 2014

Sculpture

Wood, paint, screws, glue
300 x 30 x4 in and
breakdown in 5to 7 panels

5

(2 SuUgdn
i0fy, 19SS

3301800 uNIR AUt 1,

2013 .
NIWYsd U 129980U)
SRRl KEIAb Y
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2:0170: 71 X 154 cm
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97151 Utidu
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Siud9Bitugucdie, 2014
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aeiutd, a8, Jen3u, n1odn,
903U

762 x 76.2 x 10.16 cm (109.0t3n)
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9

Taykeo Sayavongkhamdy
Saravane Province, Laos

Curly Tails of Entwined Nagas
Silk and natural dyes
71x13%in

10

Seton Smith
Newark, New Jersey

Middle Moon, 2002
Mixed media
Cibachrome on plexi
72 x48in

1

Tiao David Somsanith
Vientiane, Laos

Inner Self and Outer World, 2005
Gold and silver thread
embroidery on natural dyed silk
47 Ya x 81 %sin

Procession series, 2015

Gold, silver, and bronze thread
embroidery on natural dyed
silk nine auspicious leaves
35% x 26 in

After the Rain
Textile
Dimensions variable

Enlightenment from Sangha
Textile
Dimensions variable

Eucalyptus Leaves
Textile
Dimensions variable

Monsoon Rain
Textile
Dimensions variable

Rice (4 Saisons)
Textile
Dimensions variable

9

YU V99 N 18239690
(209971231, YU 210

YINNgomIg
o (e Fsuniuzgan
2:gu10: 180 X 34 cm

10

(2t g0
cwoan, Jordg

Tan19283n03tfi9w, 2002
NIWYs LUz 129930UY
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1
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fiugn, 2015
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12

Olazone Soukpatumvane
Ban Xienglaetha, Vientiane

Fafanang, 2012
Dimensions variable

13

Dan Steinhilber
Oshkosh, Wisconsin

Free Reeds, 2015
Mixed media
Dimensions variable

14

Penelope Umbrico
Philadelphia, Pennsylvania

21,377,181 Suns from Sunset
from Flickr (Partial), 2014
Photograph

C-prints

48 x 96 in

15
Unknown Artist

Wedding blankets (2)
Dimensions variable
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Wiy, 2012
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14
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Artin Embassies

Established in 1963, the U.S.
Department of State’s office of
Art in Embassies (AIE) plays
avital role in our nation’s public
diplomacy through a culturally
expansive mission, creating tem-
porary and permanent exhibitions,
artist programming, and publica-
tions. The Museum of Modern Art
first envisioned this global visual
arts program a decade earlier. In
the early 1960s, President John F.
Kennedy formalized it, naming the
program’s first director. Now with
over 200 venues, AlE curates tem-
porary and permanent exhibitions
forthe representational spaces

of all U.S. chanceries, consulates,
and embassy residences world-
wide, selecting and commissioning
contemporary art from the U.S.
and the host countries. These
exhibitions provide international
audiences with a sense of the
quality, scope, and diversity of
both countries’ art and culture,
establishing AIE’s presence in
more countries than any other U.S.
foundation or arts organization.

AlE’s exhibitions allow foreign cit-
izens, many of whom might never
travel to the United States, to per-
sonally experience the depth and
breadth of our artistic heritage
and values, making what has been
called a: “footprint that can be
left where people have no oppor-
tunity to see American art.”
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