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Intfroduction

Few places in the world have been so predisposed to exposure
to such rich cultural diversity. Kyrgyzstan lies at the midpoint
between the southern edge of Russia and upper corners of
Pakistan and India and shares its eastern border with China.
The nation itself is bordered by its neighbors’ spectacular
natural architecture: mountain ranges that shield turquoise
blue lakes, and rivers that naturally delineate the country's
limits while twisting through the undulating lands that consti-
tute it. Along with these rich natural resources, Kyrgyzstan also
historically sat at the center of the Silk Road, which connected
the eastern reaches of China to Europe. Unsurprisingly, the
country's artistic history and traditions are deeply shaped by its
connection to the natural and the rural, and rooted in the
juxtapositions of many distinct cultures over hundreds of years.

Weaving—felt-making in particular—emerges as one of
Kyrgyzstan's oldest and richest art-making practices. Textiles
inherently entail significant, specialized skill and enable
considerable opportunities for expression and personalization.
Crafted from organic materials from the land, Kyrgyz woven
works and felt—whether rugs, clothing, or wall hangings—
have long permeated the every day. A notable example is the
boz iiy, the traditional Kyrgyz home that dotted rural areas for
generations and used felt as its primary material.

The artworks commissioned especially for the collection at
the U.S. Embassy in Bishkek engage directly with this complex
history based on hand-wrought craft and artistic methods
passed down over generations. Rachel Mica Weiss passes the
warp of landscape through the weft of the weaving tradition in
Immanent Topographies, which takes as its subject the Ala-
Too range just north of the capital. Similarly, Melissa Meyer's
Counterparts re-imagines textiles in ceramic form and con-
structs a mural of motif, while Janet Nelson recombines the
Kyrgyz chapan with Native American elements to produce a
garment made of paper rather than fabric. Other works
incorporate Kyrgyz methods and materials that reference the
country’s semi-nomadic history. Natalie Dunham'’s works
showcase leather, while Kyrgyzstan's natural resources and
paper-making practice are celebrated by Alexis Callender’s
four-part work Beside the Bloom, itself an artistic ecosystem.

The rest of the collection shares with these commissioned
works an emphasis on the handmade, but always with a
glance towards the artistic ways of the collective Kyrgyz and
American past. Ramon Camarillo’s Sagger Raku pots, each
shaped by the artist at the potter's wheel, attest to the labor,
skill, and artistic possibilities of earthly ingredients: clay,
leaves, and fire. Darryl and Karen Arawjos' Light Vessel
similarly demonstrates the complexity that is possible through
the careful working of otherwise ordinary materials. Liliya

Lifanova's Nothing on Blank and WL shift this idea into
creations that are equal parts painting and sculpture. In a
similar way, Eileen Hoffman's Redolence uses unconventional
materials and techniques akin fo weaving or knitting to
produce a large-scale three-dimensional work. Amy
Laugesen'’s Pefroglyph celebrates the equine figure and its
centrality to visual culture. Works on paper such as Julie
Cockburn's Realm of Fays or Monica Canilao’s mixed media
collages like Something Sacred also play with memory and the
meaning photographs and images carry through the passage
of time. Four photographs count among the collection and
likewise meditate on one's relationship to places past. Laila
Jadallah's Adriff landscapes recall the many mountain ranges
of Kyrgyzstan, as Matthew Brandt's Lookouf Point Lake is an
image literally developed by the landscape it captures. Kyrgyz
collaborators Gulnara Kasmaelieva and Muratbek Djumaliev’s
haunting New Menhir, Untitled (Horse) links past and present
most explicitly by monumentalizing a memorial left unfinished
and forgotten.



Kupuw ces

Iyl iHe xy3y 60l0H4a caHanyy ane }Kep MbiHYanbIK 6ai maga-
HUI1 ap TYPAYYAYKTYH TaacupuHe 33. KbiproizctaH OpycusiHbiH
TYLUTYK Y€K apacbiHbiH XaHa MaknuctaH meHeH MHAMSIHBIH
}KOFOPKY YermMHUH TaK OPTOCYHAA XaMraLlbin, YbirbiLL Tapa-
6biHaH KbiTait MeHeH YeKTelleT. ONKOHYH YKMYLUTYYAaM
YKapaTbIbILL APXMTEKTYPAChl aHbl KOLLYHanapbiHaH Genyn
TYPaT: KOrYNTYP-KOK KONAOPAY KyypUvaraH TOOmop KaHa
TOONIOpPAY apanan arbin, TaGMUrbii KoMy MEHEH YeK apanapbiH
G6enrunen KeTKeH Aapbianap. Byn yekcus xapaTbinbiw pecyp-
cTapbiHaH ThilwKapbl KbipreizctaH KbiTaigbiH Ybirbiww
aiimaKkTapbiH EBpona meHeH 6aiinaHbILITBIPraH TapbiXbli
Hubek HonyHyH 6opb6opyHaa wakrawkaH. OoHAYKTaH
OJIKOHYH OHOP TapbIXbl aHa CaNnTTapbl XXapaTbifbiLl, SneT
3KepU MEeHEH TepeH GaiinaHbILITbI TY3Y, XKY3[OroH Xbingap
6010 KaMTanaHrbiC MafaHUSTTbIH CanbILUTLIPYYAA TaMbIPbIH
>KaMbin OHYKKOHY TaH Kasnbl4Tyy 3Mec.

Tokyy, owoHy meHeH 6upre kuins mitnee KbiproizctaH-
Barbl 3H 6albIpKbl, 6alt KOPKOM CaNTTapPbIHbIH GUpPMU.
KespemeHuH TabuaTbl 30p agMc oHepAy Tanan Kbinat. An
CYPOTTOO, NEPCOHANAALUTBIPYY YHYH KONOMAYY MYMKYHUYNYK-
TopAy cyHyw KbinaT. KbiprbizgapabiH TOKyn KuimsaeH
3KacaraH Ybirapmarnapbl Taburbiit mMaTepumangapaaH xacanbin,
LWbIpAAaKMbl, KKAMMOHU, KUNembu, KaHAAM Ybirapma 60n6oCyH
KYHYMAYK YKaLLOOAO KONMAOHYMYN KenreH. AHbIH KOPYHYKTYY
Mmucansl -- 603 yi. KentereH myyHaap 603 yineppae awian
KeNMLLUKEH ¥aHa 6yn Kbiprbi3AapAblH CanTTyy YAYHAO aHbiH
HEermMsu KaTapbl KUIMU3 KONJOHYNAaT.

Byn MyyHAaH MyyHra eTyn KenreH Kon oHOpUYnYK XaHa
KOPKOM bIKMa canTbiHbiH Tapbixbl Buwkekrern AKLL Snumnu-
MMHUH KONNEKUMSICbIHAA Yarbingbipbinat. Paiiuen Muka Baric
“TonorpadchmsaHbIH TYPYKTYYynyry” aTyy YbirapmacbiHaa naHa-
LWAadpTThIH HErM3UHAE APKAK-dPULUTEPAM TYHYM, TOKYY OHOpPY
apKbinyy 60p6op KanaaHblH TYHAYK TapabbiHAA XKaMralukaH
Ana-Too KbipkanapbiH cypeTTeiT. OLion cbiSKTyy ane
Menucca MeitepamH "OHokToITEp” YbirapMachl Ke34eMeHU
KepamMKa TYPYHAO KOPCOTYN Oloy-4Mityy Ay6an KacanracbiH
>kapaTkaH. [xxaHeT HencoH Kbiprbi3 YanaHbiHa AMepUKaHbIH
TYNKY 3M4ePUHUH KOPKOM OHOPYH KOLLYN Ke3AeMe SMEC,
Kara3aaH KMMKUM kapaTTbl. KanraH Ybirapmanap Kbiprbi3gbiH
TYPYKTYY KaHa KOUMOH TapbiXblH 6asiHAaraH biIkManapgabl
KaHa maTtepuangapgbl kongoHot. Hatanu [laHxam Tepuum
KONQoHynN Ybirapmanappgpl xapartat. Anekcuc Kannengep
“KynayH »aHbiHAa" aTTyy TOPT-GOAYKTOH TYpPraH YbIirapmachl
KbiprbizcTaHgbIH Taburbii pecypcTapbiHaH XXaHa Kara3gaH
3Kacanbin, ©3YHYO 351e KOPKOM 3KO-CUCTEMALAaN KOPYHOT.

KonnekuusaHbiH Galika Gyiompapsl }oropyaa 6agHgan
KETKEH Yblrapmarnap CbisikTyy 6aapbl TEH KOMro Xacanbin,
KbiprbizcTaH kaHa AmepuKaHbIH 6aliblpKbl 3aMaHAaArbI

KOPKOM bIKManapbiH 6upuktupun kenet. Pamon Kamapunbo-
HYH KepaMMKarbliK YblHbIIAPbl carrep paKy TeXHUKacbiHAA
»acanraH. OHepuy anapablH ap 6MpuH Kapana alnamna-
CbIHAA JKACamn, SMreK, KECUNTYYAYK aHa KepAeH YblKKaH
KypamAbliH — YOMOHYH, YONTYH >KaHa OTTYH KOPKOM MYMKYH-
YYNYKTOPYH KopceTeT. [appun xaHa HapeH Apaexoc xacaraH
“YKapbIKTbIH Yoiuery” xoHoKeM maTepuangapabl KbgaTTbiK
MEHEH OHAYPYN YbIKKAHAbIH 3KbIMbIHTbIFbIHAA NalAa GONroH
TaTaanabikTbl kepcoteT. Jlunus INudaHosa “Kernaerpgery
33HAMK" )aHa “WL" ubirapmanpbiHga 6yn oigy TeHMe TeH
KOPKOM CYPOT KaHa CKYJIbMNTYpa Aen aTai afraH bIkMaHbl
KonaoHroH. dinuH XodpchmaH “AHKOO" YblrapmacbiHAa
apaTTarbigaH Gallkava maTepuangapabl XKaHa XKYHAOH TOKYY
bIKMACbIHa OKLUOLL TeXHUKaHbl KONAOHYN KONeMayy Y4
onYeMAYY YblirapmaHbl }kapaTkaH. dmu JlogxkuzeHauH
“MeTpornudp” ubirapmacbl aTTbiH KenGeTH BU3yanablKk MagaHu-
aTTa 60pBopAyK MaaHHUre 33 SKEHUH KopcoToT. Ihxynu
Kok6epHauH KarazaaH xxacanraH “lNepunepavH nagpiwa-
nbirbl” ybirapmacol ke MoHuka KaHunaoHyH “blibik Hepce”
CbISIKTYY apanaLu TeXHUKagarbl Konnaxkgapbl YOaKbITTbIH
oeTYLlY MeHeH choTorpadchmsinap *aHa CYpeTTep KamTbiraH
3CKePYYHYH MaaHucuH GasHaanT. KonnekumsaHbiH apacbiHaa
TopT choTo-cypeT 6ap. bynap agamabiH ©TKOH yGaKbITKa
KaHpaM 6ainaHbilbl Gap SKEHM }KOHYHAO OMNOHYYra KybaT-
taut. Naina Xapanna “Opeidd” neizaxpapbiHaa
KbiprbizctaHabiH ToonopyH kepcetyn, MatTbio BpaHaTTbiH
"Kenpery 6alikoo cekncn” cypoTy neisaxkaaH KapasnraH.
KbiproizctaHabik eHekTowTop lynHapa Kacmanuesa xxaHa
Mypat6ek Hymanues “HaHbl meHrnp”, “AT kolonbaraH
ubirapma (AT)" cypeTTepyHae 6alibipKkbl MEHEH a3blPKbl
3amMaHgapbiH GalNaHbILITBIPbIMN, OYTYPYN6OroH yHyTynyn
KanraH 3CTENMKTU YarbingblPbILLKaH.



Bctynnenune

HemHorne mecta B mupe 6biniv CTONb NPEAPACNONOXKEHbI K
BO3/EMCTBMIO TAKMM GOraTbiM KYNbTYPHbIM pa3HOOBpasmem.
KbiprbizcTaH HaxoauTCA KaK pas Nno cepearHe MeXAy IXKHbIMM
py6exxamu Poccum u BepxHumm rpaHmuamm MNMakucrtaHa u
MHOuK, a c BOCTOMHOM CTOPOHbI OH rpaHn4uT ¢ Kutaem.
CtpaHa oTgeneHa oT CBOMX cocefeit BrevaTnsiowei npupog-
HOM apPXMTEKTYPOM: FOPHbIMM XPeBTamMn, 0BPaMNAIOLLMMH
6upIo30BO-ronybbie o3epa, M PeKamMM, KOTOPble eCTECTBEHHBIM
06pasom oHepHMBAIOT rPaHMULbl CTPaHbl, USBMBAsICb CKBO3b €€
xonmucTble 3emnu. Hapagy ¢ aTum 6oraTtcTBom NpupoaHbIX
pecypcoB, Takke KbiprbizcTaH UCTOpHYeCKM pacnonarancs B
ueHTpe LLlenkoBoro nyTH, KOTOPbIM COEAUHSIN BOCTOUHYIO
vyactb Kutas c Eeponoit. HeygueutenbHo, 4to XypnoxkecTBeH-
Hasi UCTOPUS U TPAAULMU CTPaHbl CPOPMHPOBANMCH B
rnyGoKOM CBSI3U C MPUPOAOI M CENbCKON MECTHOCTbIO, KOP-
HSIMM YXOASILLMMMU B COMOCTABMNEHUS MHOMUX OTAEMNbHbIX
KYNbTYP Ha NPOTSAXKEHUU COTEH JIET.

TkavecTBO, B YaCTHOCTM CO3AaHME BOMIOKA, NOSIBUNAcCh B
KbiprbiacTaHe Kak ogHa M3 cTapeirLumx U GoraTeimx Xyqoxe-
CTBEHHbIX TPpaguumui. TeKcTunb No cBoei cyTu TpebyeT
BbIAAIOLLMXCS CMELMUAnM3MPOBaHHbIX HABbIKOB U faET 3Ha4M-
TenbHble BO3MOXHOCTU ANS BbIPAXKEHUS M NEPCOHaNM3aLUmm.
CphenaHHble U3 MECTHbIX OPraHUHYEeCKMX MaTEePHAaNoB Kblprbi3-
CKMe TKaHble NpeaMeTbl TBOPHYECTBA U BOMNIOK — ByAb TO
KOBPbI, OAEXKAA UM HACTEHHbIE YKPALLUEHUS — C AABHMX
BPEMEH NPUCYTCTBOBANU B MOBCEAHEBHOM U3HU. SIPKUM
npuMmepom sienseTcst 603 yi, TPAAULMOHHDIM KbiPrbi3CKMIA
AOM, KOTOPbIM NOMb30BAaSNMCh B CENbCKOM MECTHOCTU B Teue-
HUE MHOIMX MOKOMNEHM, rae B Ka4ecTBe OCHOBHOIO
martepuana UCnosnb3yeTcsl BOMIIOK.

MpounzeeaeHMs UCKYCCTBa, 3aKa3aHHbIE AN KOJNEKLMK
Moconbcrea CLUA B Buwukeke, HenocpeacTBEHHO CBSA3aHbI C
3Toi GoraToit MCTOpPUEl, OCHOBaHHOM Ha PYYHOM pemecrne U
XYAOXECTBEHHbIX CTUNAX, NepefaBaeMbiX U3 MOKONEHUS B
nokonexwue. Paiiven Muka Balic 6epeT naHgwadT KaKk OCHOBY
HA KOTOPOM Yepes TKaHble YTKM NepeaaeT TPaaULMIO TKave-
CKOro MCKYCCTBa B cBoel paboTe "MMMMaHEeHTHOCTb
Tonorpadpmit” Ha Temy xpe6Toe Ana-Too, pacnonoKeHHbIX K
ceBepy OT cTonumubl. TaKum e obpasom, “MapTHepb!”
Menuccbl Meitep 3aHOBO NPEACTABASIIOT TEKCTUIb B hopme
KepaMMKH, U3BOSIB CTEHOMUCb U3 Y30POB, a [lxkaHeT HenbcoH
KOMOUHMUPYET KbIPrbI3CKMIM YanaH C 3/IeMeHTaMU TBOp4ecTBa
KOPEHHbIX aMEPUKaHLIEB AfiF CO3[aHUs OfeXabl U3 Bymary, a
He 13 TKaHu. [lpyrue paboTbl coeAnHUNU B cebe Kbiprbi3cKue
pemecna U maTepmarbl, BOSHUKLLME M3 NOMYKOYEBOM MCTOPUU
ctpaHbl. MpouseepaeHunsa Hatanu [laHxam coenaHbl U3 KOXM, a
Anekcuc KanneHgep npumeHsieT npupogHble MaTepManbl U
Gymary B ceoeit paboTe “Pagom c useteHnem”, cocTosiLen us
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YeTblpex YacTei, U eé TBOPUYEeCTBO CamMo Mo cebe BbIrnaauT
KaK OTAerNbHas XyAOXeCTBEHHas JKOCMCTEMA.

OcTanbHas 4acTb KOSINEKLMM, KaK M 3TU CreumanbHO
3aKa3aHHble NPOU3BEAEHUS, MOAYEPKMBAIOT PYHHYIO PabGoTy,
HO BCEraa C ornsiAKOM Ha XYAOXKeCTBEHHOe pemecno, obbeau-
Hsiowwee npownoe KbiproisctaHa 1 Amepukn. Kepamuieckue
yawn PamoHa Kamapunbo, BbinonHeHbl B TEXHUKE carrep
PaKy, KaXkaasi 4aLla BbIENSIeHA XYAOXKHMKOM 3@ FOHYaPHbIM
KPYrom, CBUAETENbCTBYS O TPYAE, MAacCTepPCTBE U XyfAoXKe-
CTBEHHbIX BO3MOXHOCTSIX 3€MHbIX MHIPEAUEHTOB: IMMHbI,
Tpaebl u orHs. “Cocya ceeta” BbinonHeHHbIM [appunom u
KapeH ApaBxoc TaK:ke e MOHCTPUPYET 3aMbICIIOBATOCTb,
KOTOpas BO3MOXHa Gnarogaps TLiaTenbHOM o6paboTke
06bI4HbIX MaTepuanos. Pa6otbl Ilunuu JudaHosoit “Huuto B
nyctote” u “WL" nepeBogaT 3Ty ngeio B TBOpeHMUs, KOTopbie B
PaBHOM Mepe ABASIIOTCS XXMBOMUCHIO U CKYNbNTYPOM. TO4HO
TaK e, DinuH XocpdpmaH B pabote “BnaroyxaHue” ucnosb-
3yeT HETPAAULIMOHHBIE MaTEPUAsbl U TEXHUKY CXOXKME C
TKA4YeCTBOM MITM BSI3AHUEM AJ1S1 CO3AaHMSA KPYNHOMACLLTa6-
HoOro TpexmepHoro npouzsegeHus. “Metpornuch” dmu
JlopxxuseH usobpakaeT courypy noaam 1 eé LeHTpanbHoe
3Ha4YeHue Ans BU3yanbHOM KynbTypbl. Pa6oTbl Ha Gymare,
Takue Kak “Llapcteo chei” Okynu Kok6epH, unu konnaxu us
cmeLuaHHoM TexHukn MoHukm KaHunao, Takue kak “Heuto
cBATOE", B3aMMOAEMCTBYIOT C NaMATBIO M CMBICSIOM, KOTOpbIE
HecyT B cebe choTorpachmm U M306paXKEHUS C TEHEeHMEM
BpemeHu. B konnekuuio Bxoaat vetbipe chotorpachum, 1 oHm
NOABOASIT K Pa3MbILLSIEHUSIM O CBSI3M YENOBEKA C MECTAMMU U3
npownoro. JlaHawadpTbl, 3anevatneHHbie B “Apeiche” Iainbi
[>kagannbl, HANOMMHAIOT O MHOMMX rOopHbIX XxpebTax Kbiprbis-
cTaHa, paBHO Kak 1 “Ozepo c 0630pHO# BbiLLKOM" MaTTbiO
BpaHaTa, KoTOpas cosgaBanach NoA BRNeYaTneHUemM nemsa-
¥Kel, uzobparkeHHbIX B Hel. [poun3sBeneHMs KbIprbi3CKMX
naptepoe [ynbHapbl KacmanueBoit 1 MypaTt6eka [lxkymanueea
“HoBbliit meHrup" 1 “BesbimsiHoe (nowaab)”’ coeamuHsIIOT
NPOLUIIOE U HACTOSILLIeE CAMbIM SIBHbIM OGPa3om MyTem
MOHYMEHTaNMU3aLMK1 NamMATHUKA, OCTaBLLErocsl HE3aKOHYEH-
HbIM U 3a06bITbIM.
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Monica Canilao
Something Sacred, 2013
Mixed-media collage
52, x32"%in.
(133,4x82,6 cm)
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Monica Canilao
Grandmother Spider, 2013
Mixed-media collage
42%29in.

(106,7 x73,7 cm)
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Monica Canilao

Oh Dear, 2015
Mixed-media collage
27 x16in.

(68,6 40,6 cm)
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Rachel Mica Weiss

Hung Pelt, 2011

Bullion fringe, hand-woven
with cotton/rayon yarn,
reclaimed wood, nails, wax
linen thread
60x50x5%in.

(152,4 X127 x14 cm)
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Eileen Hoffman
Redolence, 2011
Chenille pipe cleaners
70x66x3in.

(177,8 x167,6 X 7,6 cm)







Liliya Lifanova
WL, 2013

Paper and wood
28x40in.
(711x101,6 cm)

-
4 1
i
1
1

L
- —-l‘-.
i

170

22

A

Liliya Lifanova

Nothing on Blank, 2013
Paper and wood

29" x45in. (74,9 x114,3 cm)
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Navajo Pictorial Weaving

Unknown Artist
(c. 1915)

80x44"%in
(203,2x113 cm)



Gulnara Kasmalieva

and Muratbek Djumaliev
New Menhir, Untitled
(Horse), 2005

C-print

23% x15%in. (59,7 x40 cm)

26

Amy Laugesen
Petroglyph, undated
Ceramic with stone base
17x10x6in.

(43,2% 25,4 %15,2 cm)
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Ramon Camarillo
Sagger Raku Pof series, 2015
Porcelai

orcelain
18 x7 in. (45,7 x17,8 cm)
20x6in. (50,8 x15,2 cm)
9x14in. (22,9 x35,6 cm)
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Sagger Raku Pof series,
2015

Porcelain

21x6in. (53,3x15,2 cm)
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Natalie Dunham
Natalie Dunham No. 1.352.2, undated
Untitled Study, undated Leather
Leather 42 x4 in. (106,7 x10,2cm)
12 in. (30,5 cm) diameter diameter
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Laila Abdul-Hadi Jadallah
Adrift, Unfitled V, undated
Digital pigment print
24x36in. (61x91,4 cm)
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Laila Abdul-Hadi Jadallah
Adriff, Untitled IV, undated
Digital pigment print
24x36in. (61x91,4 cm)

39



Matthew Brandt

Lookout Point Lake,

OR 5, 2005

Chromogenic Print soaked
in Lookout Point Lake water
30x40in. (76,2 x101,6 cm)

40

Julie Cockburn
Realm of Fays, 2015
Hand embroidery,
watercolor on found
photograph

10 %6 x 136 in.
(26,2x34,8 cm)
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Alexis Callender
Beside the Bloom, Ibex,
undated

Handmade paper with
mixed media surface
design

7x47x48in.

(17,8 x119,4 x1219 cm)

Opposite:
Alexis Callender

Beside the Bloom, Eagle,

undated

Handmade paper with
mixed media surface
design

7x49x36in.

(17,8 x124,5x91,4 cm)

44




Alexis Callender

Beside the Bloom, Standing
Snow Leopard, undated
Handmade paper with mixed
media surface design
8x52x36in.
(20,3x132,1x91,4 cm)
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Alexis Callender
Beside the Bloom, Sitting
Snow Leopard, undated
Handmade paper with
mixed media surface design
10 x50 x31in.

(25,4 x127x78,7 cm)
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Artist Biographies



Darryl Arawjo
and Karen Arawjo

One of the oldest artistic traditions, basket-weaving entails
specialized, technical craftsmanship and design. Darryl and
Karen Arawjo have sought fo revitalize and explore the
possibilities of this practice by introducing unconventional
elements, like clear or colored filament. Whereas traditional
basket-weaving typically uses only a single material, the
Arawjos have married disparate media—such as the fine fiber
and wood supports—to create luminous, translucent “vessels.”
The process is painstakingly sophisticated: the thinness of

the monofilament predicates hours of careful handling and
weaving fo create a vessel of even modest dimensions.

Based in Pennsylvania, the couple has woven baskets since
1980 and began producing their Light Vessels in 1997. Karen
Arawjo studied at Kutztown State University in Pennsylvania,
and Darryl Arawjo at Pennsylvania State University in State
College. Specializing in environmental education, Darryl
Arawjo has taught for the National Audubon and his alma
mater. Working together, the Arawjos create unique designs
that evoke nature and experiment with traditional techniques.

54

Light Vessel CCLXXI,
undated

White oak, monofila-
ment, walnut,

crystal flash
13x9in.(33x229 cm)

Matthew Brandt

Yellow saturates and ebbs to cast the edges, valleys, and
heights of a serene tfopography. Bound by mountains beyond
and a wooded shore in the foreground, Lookout Point Lake
slices through the monochromatic landscape. Located about
150 miles south of Portland, Oregon, the lake serves as the
reservoir to the eponymous dam, constructed in 1953.

Photographer Matthew Brandt employed unconventional
methods to create Lookout Poinf Lake, OR 5. Using water from
the lake represented to develop the image, Brandt's large
chromogenic print is thus both a tangible image of and a
product of the subject. By submerging the chromogenic print
in lake water for extended periods—from days to months—
Brandt creates such experimental, nearly abstract artworks.
In doing so, the photographer meditates on the manipulation
not only of natural resources like the lake, but also the photo-
graphic process itself. Lookout Point Lake, OR 5 counts among
his series on lakes and reservoirs, which he shot largely in the
western United States.

Based in Los Angeles, Brandt earned degrees from
Cooper Union in New York and the University of California,
Los Angeles. He has exhibited widely in the United States
and his work has been acquired by the Los Angeles County
Museum of Art and the Armand Hammer Museum.
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Lookout Point Lake,
OR 5, 2005
Chromogenic Print
soaked in Lookout
Point Lake water
30x40in.

(76,2 x101,6 cm)



Alexis Callender

Connection is central to Alexis Callender’s Beside the Bloom,
commissioned for the Embassy. The formal relationships
between the four animals create a kind of visual ecosystem
among them. The ecology demonstrates the frailty of the
animals, the human counterpart, who need community life.
The use of Kyrgyz symbols—one artistic strategy that knits
the animals together—also gestures fowards mythology,
memory, and cultural inheritance. Like nature, these intangi-
bles require preservation to be passed on into the future.
The artist examines the loss of ecosystem and diversity, and
the environmental impacts on these animals.

The animals are shaped more like monuments than active
animal bodies; they reference through their skin and surface
the historical place of design and geography that is particular
to Kyrgyzstan. As an exchange center on the Silk Road route,
traditional Kyrgyz craft brought together Eastern and Islamic
motifs as design moved to the West, and then back again,
the way elements of culture are carried back and forth on our
bodies and pollinate with other traditions.

Callender's travels to Kyrgyzstan to research motifs and
art-making traditions influenced the final shape of Beside
the Bloom. In 2015, she made multiple trips to learn about
felt-making. Like felt, which entails a long process of accumu-
lation of layers to create a dense, sturdy textile, layered paper
can be transformed intfo a sculptural material. Callender
used handmade paper to create the four animals and embel-
lished them with regional symbols and related traditional
techniques such as embroidery and beading.

Born in New York, Callender received degrees from
Connecticut College in New London and the Massachusetts
College of Art in Boston. Her work ranges from painting fo
drawing fo installation. She has exhibited widely in the United
States and abroad. Currently, she is an assistant professor
of art at Smith College in Massachusetts.
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Beside the Bloom,
Standing Snow
Leopard, undated
Handmade paper
with mixed media
surface design
8x52x36in.
(20,3x132,1 x 91,4 cm)

Beside the Bloom,
Sitting Snow Leopard,
undated

Handmade paper
with mixed media
surface design

10 x50 x 31 in.

(25,4 x127 x78,7 cm)

Beside the Bloom,
Ibex, undated
Handmade paper
with mixed media
surface design

7x47 x48 in.

(17,8 x 19,4 x121,9 cm)

Beside the Bloom,
Eagle, undated
Handmade paper
with mixed media
surface design
7x49x%36in.

(17,8 x124,5x 91,4 cm)

Ramon Camarillo

Ramon Camarillo’s firing practice is one of equal parts skill and
chance. This meeting of clay and smoke colors each pot in
unique ways. Sometimes, crimson gives way fo obsidian fumes
and saffron dust; in other instances, the amber and orange of a
sunset trace the volume, also punctuated by charcoal puffs and
thin streams. When viewed in the round, these hues seem to
swirl around the form of the fall pot and glide across its sur-
face. The finish of the pot is at times glossy and at others matte
and textured. The innovative firing process used fo create these
Sagger Raku Pofs incorporates the very nature that the diver-
sity of its colors and varied finishes evokes.

A Hawaii native, Camarillo has practiced this traditional
raku firing practice over the course of his forty-year career. Now
based in Washington, D.C., Camarillo has led workshops in
the United States and abroad to showcase his working method.
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Sagger Raku Pot series,
2015

Porcelain

18 x7 in. (45,7 17,8 cm)
20x6in. (50,8 x15,2 cm)
9x14in. (22,9 x35,6 cm)
21x6in. (53,3%15,2 cm)



Monica Canilao

Oh Dear, Grandmother Spider, and Something Sacred exem-
plify the work of Monica Canilao, who juxtaposes different,
found media to create new forms. Imbued with memory, these
often-discarded materials take on new significance under the
artist's hand as she weaves elements together to forge new
connections. Canilao thus breathes new life into disparate pieces
to create artworks at once historical, personal, communal,
sacred, secular, and living.

Oh Dear features a stag that lowers its head, its mammoth
antlers extending through its body and pointing downward. An
empty cameo forms the background to this display of impossible
intersection and is ornamented by lace rosettes at the right. A
predella of embroidered flowers, which frame a linen rectangle
spotted with age, elongates this visual, abstracted, pink field.
The border, with minimal metal ornament and geometric color
blocking, frames the central collage to produce an icon of found
imagery, touch, and nostalgia.

Recycled textures, forms, and shapes similarly come together
in Grandmother Spider. An empty white moon hangs above a
flat, architectural plane, which forms a niche for a seated figure.
Hands clasped, the figure appears to look downward in medita-
tion. The subject's face is covered and its body submerged by
overlapping elements: a turned tfriangle obscures the counte-
nance of the sitter, and red and green painted motifs intersect
with its arms and legs. Color, paper, form, line, grids, and
three-dimensional media converge in a complex web to become
one, like the unbroken circular shape above.

An assemblage of unconnected, disparate vestiges of the
past, these works become a kind of sacred, modern relic
through their preservation of the history of its components.
Something Sacred makes this explicit. Paper scraps, paint, ink,
and lace unfold and overlap as if splayed through a kaleido-
scope. Through this prism, shapes are contorted or abstracted
and create a diversified surface: the petals of a white bloom
carve out space in a field of yellow and nearly overlap with
drawn, cartographic shapes; cutouts of pottery sit below; and
lace pieces and paper petals pull away from the surface of the
collage to create a unique topography. A collaboration between
Canilao and Alexis Anne Mackenzie, a collage artist known for
her use of surrealist elements and her love of the abstract, the
mixed-media work salvages material fo monumentalize its
humble and discarded elements.

Based in Oakland, California, Canilao received her Bachelor
of Fine Arts degree from the California College of Arts and
Crafts in Oakland and was awarded the Eureka Fellowship by
the Felishhacker Foundation. Her work spans the range of
art-making, from performance and traditional fine arts to
book-making and costumes. She has exhibited widely in the
United States and abroad.
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Oh Dear, 2015
Mixed-media collage
27 x16in.

(68,6 x40,6 cm)

Grandmother Spider,

2013

Mixed-media collage
42 %29 in.

(106,7 x73,7 cm)
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Something Sacred,
2013

Mixed-media collage
52, x32"%in.
(133,4x82,6 cm)

Julie Cockburn

Julie Cockburn's Realm of Fays plays with collage and sculpture
and exploits the three-dimensional possibilities of each
medium. Rather than cut apart and overlap flat materials or
manipulate a single one, Cockburn searches for pre-existing
media and grafts her own hand onto them. The artist uses
found photographs to stage and form a backdrop fo her own
interventions as with the circles here, sewn upon a snapshot of
the outdoors. Her appropriation of pre-existing material and
her sometimes playful additions make works like Realm of Fays
at once nostalgic, handmade, and intimate. Cockburn often
patterns her works with spots and other geometric shapes
through hand-stitched embroidery, paper collage, and paint.

Cockburn studied sculpture at the Chelsea College of Art
and Central St. Martins College of Art and Design, both in
London, England. She has exhibited her work widely through-
out the United Kingdom and Europe.
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Realm of Fays, 2015
Hand embroidery,
watercolor on found
photograph

10 %6 x 13 Wi in.
(26,2x34,8 cm)



Natalie Dunham

Natalie Dunham's practice is one marked by an understanding
of and willingness to play with scale and meditate on the
possibilities of a single medium. Works like Unfitled Study
often blur the lines between sculpture and weaving, while her
looming installations evoke architecture both organic and
contemporary. No. 1.352.2 and Unfitled Sfudy both transform
leather into a three-dimensional material as enduring as more
traditional ones, like clay or stone. Like the weaving of a rug or
the making of felt, her practice employs a strategy of overlap-
ping, accumulating, and juxtaposing the simple material to
produce solid and complex forms which reference the every-
day objects made by the Kyrgyz nomadic lifestyle.

Dunham first trained as a painter at Birmingham-Southern
College in Alabama and later earned her Master of Fine Arts
degree in sculpture from the Maryland Institute College of
Art in Baltimore. She has exhibited widely in the United States
and participated in showcases in Prague, London, and Siena.

60

Untitled Studly, undated
Leather

12in. (30,5 cm)
diameter

No. 1.352.2, undated
Leather

42 x4 in.

(106,7 10,2 cm)
diameter

Eileen Hoffman

The circular tapestry of chenille forms knit together both resists
and draws from the conventional woven work: although not
made on a loom, Redolence uses pattern and color to create

a vibrant material. Densely packed, the chenille rosettes seem
to undulate from the multitude of hues that range from crimson
to magenta to tangerine.

Eileen Hoffman's Redolence recalls traditional textile-mak-
ing and its association as feminine work. Using varied methods
to connect the chenille wire together, Hoffman's method
amalgamates knitting, sewing, and weaving, all of which are
typically treated as domestic artistic practices. Through their
recombining, Hoffman sets her labor apart from these standard
delineations and subverts traditional categories. Similarly, her
repeated use of pink represents a meditation on the symbolism
and connection of the color to femininity, itself a construction
that has shaped and defined women's artistic practice.

Hoffman received degrees from Skidmore College in
Saratoga Springs, New York, and Indiana University, where she
earned her Master of Fine Arts degree in textiles and sculpture.
In addition to wire tapestries like Redolence, Hoffman also
creates works on paper and painted cloth. She has exhibited
widely throughout the United States.
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Redolence, 2011
Chenille pipe cleaners
70x66 %3 in.

(177,8 x167,6 x 7,6 cm)



Gulnara Kasmalieva
and Muratbek Djumaliev

The menhir—any large stone purposely set upright through
human intervention—counts among the earliest art forms
produced by mankind. As markers and testaments of life, of a
community, or of burial grounds, these basic structures often
lack any distinguishing features that tie them neatly to a given
civilization or fime.

It is in this kind of unknowable history that artists Gulnara
Kasmalieva and Muratbek Djumaliev situate New Menhir,
Untitled (Horse). Presented is a close, cropped view of a
horse's feet on a pedestal—a sculpture set in a remote, deso-
late location only otherwise inhabited by an electricity pylon.
Framed as a fragment, the undeniably modern sculpture bears
no plaque, no mark of an artist's hand, no sign of its signifi-
cance or erstwhile purpose. Through this series, begun in
2005, the photographers show how rapid, turbulent social and
political change can also create impenetrable distance
between the ambitions of the recent past and the present.

Natives of Kyrgyzstan, collaborators Kasmalieva and
Djumaliev live and work in Bishkek. They produce photogra-
phy as well as film installations. Their work has been featured
at the Museum of Modern Art in New York and the Art
Institute of Chicago, and they have exhibited at the biennales
in Venice, Montreal, and Thessaloniki.
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New Menhir,
Untitled (Horse), 2005
C-print

232 x15%in.

(59,7 x40 cm)

Laila Abdul-Hadi Jadallah

The feeling “of longing for home—even if you've never lived
there—or the longing to maintain a connection to a place”
permeates Laila Abdul-Hadi Jadallah's series Adriff. The suite
of works features seemingly impermanent, transient lands,
like the saffron-hued fields that merge with the hills beyond
them and churning sky above in Unfitled IV and V. Far from
fixed, the landscapes captured by Jadallah are not portraits of
specific places; rather, they are palimpsests of multiple expo-
sures that seem fo evolve before our eyes. The terrain framed,
like many of the landscapes photographed by Jadallah over
the course of this tour, lacks any distinguishing characteristics
or markers, thus transforming remote locations into seemingly
familiar places.

“This series is a reflection on home and the changing
landscape of what constitutes home,” the photographer says.
Inspired by her own longing to know the places where her
family once lived in Israel and Palestine, Adriff captures the
imagined nostalgia for lands both distant and unknown.
Jadallah has lived in Europe, the Middle East, and North Africa
and earned degrees from George Mason University in Virginia
and the SPEOS Photographic Institute in Paris, France.
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Adrift, Unfitled IV,
undated

Digital pigment print
24%36in. (61x91,4 cm)

Adriff, Untitled V,
undated

Digital pigment print
24 x36in. (61x91,4 cm)



Amy Laugesen

Pressed, shaped, modeled clay takes an equine form, hardens
in the kiln, and rests upon a stone pedestal. It is a haptic
process that has been followed since antiquity by artists who
sought to fashion monuments to the inherently sculptural
animal. Pefroglyph touches upon this history by presenting an
image of the enduring subject, whose legs merge back into
the clay and rest upon a stone base. The opaque glaze that
defines the horse’s body thins to expose the red clay block
supporting his torso, emphasizing the relationship between
the animal, the earthly elements that make up the sculpture,
and the hand of the artist.

Amy Laugesen's sculpture consistently meditates on the
lasting symbolic and formal power of the horse. Whether on
an intimate or large scale, Laugesen carefully manipulates her
medium and often recombines different materials, such as
ceramic and stone. Her methods draw from historical and
contemporary traditions from the East and West to create new,
innovative, tactile works. As a result, her oeuvres like
Petroglyph often appear to be relics of another tfime and age.

Laugesen received her Bachelor of Fine Arts degree from
the School of the Museum of Fine Arts at Tufts University in
Massachusetts. She has exhibited widely in the United States
and has completed several public art commissions in Denver
and greater Colorado area.
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Petroglyph, undated
Ceramic with stone
base

17x10x6in.
(43,2%25,4%15,2 cm)

Liliya Lifanova

Here, grids are a stage for geometry, volume, and the most
modest of media—paper. Kyrgyzstan-born American artist
Liliya Lifanova's WL and Nothing on Blank thus defy simple
categorization. Her oeuvre ranges from experimental theater
and performance to film and the fine arts. Questions of
identity and cultural tradition are central to her work.

Diagonal and vertical lines divvy up the visual field of WL.
Even, identical segments of rolled paper mirror the angles
and velocity of the wooden elements. In the spaces between
the lines, individual pieces also behave unpredictably, group-
ing together like bricks in the lower right corner or forming
perfect stacks along the upper right edge. The result is a
surface at once highly geometric, patterned, and in flux, but
also incapable of shifting or changing. Any adjustment to the
wooden line or pattern-making paper would displace the rest
of the whole.

Another grid carves out a panel into nearly even
segments: sixteen identical rectangles support a simpler
lintel of eight thinner ones. At the edges of the panel, no grid
delineates or closes the shapes, making it easy to imagine
this crisscross framework as representative of a larger one
that could multiply in nearly infinite directions. Each of these
larger rectangles divides into three rows. Raised off the flat,
white panel background, neatly rolled paper forms an intricate
pattern to delineate these rows within these rectangles.
Although abstract, there is something inherently gestural
and tactile within Nothing on Blank: the rolling of paper, its
precise placement like tesserae for a mosaic, and the careful
carpentry of the grid that contains this work are too a kind
of performance.

Lifanova received a Master of Fine Art degree from
the School of the Art Institute of Chicago. She has exhibited
widely in the United States and internationally and
was awarded a Fulbright Fellowship for Installation Art.
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WL, 2013
Paper and wood
28 x40 in.
(711 x101,6 cm)

Nothing on Blank, 2013
Paper and wood

29% x45in.

(74,9 x114,3 cm)



Melissa Meyer

Melissa Meyer's Counterparts draws from Kyrgyz artistic
tradition while continuing her own experiments with abstraction
and color. Meyer traveled to Bishkek shortly after receiving a
commission for an outdoor mural installation. There she met
with contemporary artists including members of the Tumar Art
Group and Emil Tilekov of the Temir Kanat Design Studio to
learn about Kyrgyz artistic aesthetics and the region's history

of embroidery, felt-making, and tapestry. The massive eight by
fourteen foot ceramic tile thus monumentalizes and preserves
the results of these artistic exchanges through its incorporation
of symbols and motifs that weave together and gesture towards
textiles.

For Meyer, whose work extends from an exploration of
gesture and color of the first abstract expressionist painters,
Counterparts presented an opportunity both to continue
this study and to use new methods. Meyer's paintings and
watercolors often establish complex grounds of overlapping
color juxtaposed with drawing to question and complicate the
relationship between figure and ground. As an outdoor work,
Meyer chose ceramic as the medium to ensure the preservation
of the piece and its color. The artist first developed the colorful
ground of the composition in layers, then introduced the central
motif and border, which evoke the edges of the felt rugs and
textiles she examined with Kyrgyz artists. She arranged these
various components using digital imaging, which ensured
the preservation of the intricate detail of her design. The
resulting ceramic tile mural maintains the gesture of her hand
as would oil or watercolor, but in a medium that is at once
lightfast and itself steeped in haptic, artistic tradition.

Based in New York, Meyer earned degrees from New York
University. She has exhibited widely in the United States and
abroad, and completed commissions for public works in New
York, Tokyo, and Shanghai. Her work counts among the collec-
tions of the Metropolitan Museum of Art, the Museum of
Modern Art, the Brooklyn Museum, the Solomon Guggenheim
Museum, and the Jewish Museum.
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Counterparts, undated
Ceramic tile

96 %180 in.

(243,8 x457,2 cm)

3 o ¥ _ i ]
@
|

oo X

o
A

+

Janet Nelson

A high-necked collar, fur-trimmed cuffs, embroidered sleeves,
ornamental chest embellishment, and tasseled beading: all
features of traditional dress, both among Native Americans
and the Kyrgyz. Janet Nelson's Kyrgyz/Native American Robe
juxtaposes the historical fashions of these two communities to
create an amalgam of heritage, visual culture, and ceremony.

Nelson produced this modified chapan by pulling
elements from both American and Kyrgyz traditions. The
decorated collar and cuffs, for instance, feature in typical
formal Kyrgyz dress. Other elements, like the turquoise that
punctuates the central ornament and hanging groups of long
tassels, are distinctly American. Some aspects of the ceremo-
nial robe, like the red and white decorations on the sleeves,
simultaneously evoke both cultures: the use of embroidery
is common in Kyrgyz clothing, while the shape of the motifs
recalls naja necklaces.

An imagined artifact of the meeting of two societies,
Nelson's Kyrgyz/Native American Robe attests to the intersec-
tions and similarities of the two cultures’ visual traditions.
Using paper, glue, mixed polymers, and paint, Nelson recre-
ates ritual vestments. The synthetic materials allow her to
create a lasting, tangible juxtaposition and to patinate aspects
of the hybrid robe, thus implying its passage through time.

“Ceremonial artifacts from all cultures have always
intrigued me, but ceremonial clothing, which was so much
more than just body covering, has especially captivated my
interest,” Nelson says. “The reverence that the maker had for
the wearer can be seen by the labor put into their work, and
the design usually revealed much of a person’s identity, their
place in society, and their desires for protection and power.”

Born in California, Nelson lives and works in New Castle,
Colorado. She also produces three-dimensional, volumetric
wire sculpture.
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Kyrgyz/Native
American Robe,
undated

Mixed media

42x34 x4 in.

(106,7 x 86,4 x10,2 cm)



Rachel Mica Weiss

Some thirty miles south of Bishkek lies the Tian Shan/Tien Shan
mountain range also known as the Tengri Tagh, meaning the
Mountains of Heaven or the Heavenly Mountain. Stretching
from the edge of Kazakhstan in the west to the Issyk Kul Lake in
the east of Kyrgyzstan, the often-snow-capped peaks which
delineate the Northern Province and zigzag across the horizon
visible from the Embassy.

Rachel Mica Weiss's Imnmanent Topographies traces the
silhouette of this distinctly Kyrgyz landscape. Thirty-six black
aluminum dowels bend to shape the distinct profiles of the
regional summits; from each topographic support fall bright,
multi-colored ropes. Although static, the parallel suspension
and arrangement of these ‘slices’ appear to fluctuate from
different vantage points. Weiss explained, “Large-scale works
must invite and reward viewer movement around the work.” The
viewer experiences the installation in the same way one might
explore the elevation in nature—Immanent Topographies may
be viewed from multiple angles. The resulting planes of
free-floating line and color form through their juxtaposition a
living, evolving tapestry to nature.

Weiss's work is one that gestures to the history of the
weaving tradition in Kyrgyzstan. “When creating this piece,” she
said, “l began with a few concepts: wanting to somehow inte-
grate my experience of weaving and the felting traditions of
Kyrgyzstan, and wanting to celebrate a geological feature of the
country.” For this site-specific commission, Weiss conceived of
Immanent Topographies as an active participant in the architec-
tural space of the Embassy at Bishkek.

Whether working on a large or small scale, Weiss consis-
tently alludes to the physicality of art-making. Made of yarn
and bullion fringe, the suspended material of Hung Pelf is the
product of the weaver's guided hand. The tightly packed rows
come together to form a weighty, tactile product. The pelt here
is not animal, rather, distinctly human-made—it is imbued with
the presence of the weaver, the manipulation and working of
hands, and the assembly of hand-stitched leather cord tying
together wood, hand-wrought nails, and ‘pelt.’

An inherently tactile process, weaving shares with sculpture
the necessity of bodily labor. “Human scale is so much a part of
my work and working at smaller dimensions engages human
scale in a different way,” said Weiss. “Instead of enveloping or
overwhelming the viewer, smaller-scale works speak much
more to human labor and are much more relational.” Her works,
such as Hung Pelf, make clear the connection between the
body and this kind of artistic practice.

Weiss trained as a weaver and received her Master of
Fine Arts degree in sculpture at the San Francisco Art Institute
in California.

68

o {4
B LT g

il

e Wil
4. «éﬁrl.‘ !
N
Immanent
Topographies, undated
Nylon rope, aluminum
tubes, and airplane

cable
Dimensions variable

Hung Pelt, 2011
Bullion fringe,
hand-woven with
cotton/rayon yarn,
reclaimed wood, nails,
wax linen thread
60x50x5%in.

(152,4 x127 x14 cm)

Unknown Artist

Bold, woven geometries zigzag, repeat, and pause to form
an intricate textile of diamonds and triangles. Six main regis-
ters of green and white motifs are bounded by smaller black
and white rows, each of which is framed by black and brown
chevrons. Such painstakingly symmetrical, ordered, patterned
weaving is the hallmark of the Native American Navajo
tradition.

The production of this textile necessitated thorough
knowledge of various traditional practices. The wool required

spinning and dyeing before weaving could begin, for example.

Organic materials like sunflowers and nuts often supplied the
hues for dyes used by the Navajo. Once the wool was pre-
pared, a weaver would set the warp, the vertical strands, on a
large loom. To facilitate weaving, the artist would use a baton
to raise every other strand of the warp. By passing the colored
wool horizontally through the warp, the weaver gradually
created the textile row by row. Complex geometric patterns
like the zigzags and green motifs required substantial plan-
ning before this process could commence.

Located in the American Southwest, in Utah, Arizona, and
New Mexico, the Navajo Nation has long distinguished itself
with the production of such sophisticated textiles. Like Kyrgyz
weavers and felt-makers, Navajo works incorporate natural
motifs and symbols into complex designs.
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Navajo Picforial
Weaving (c. 1915)

80x44% in.
(203,2x113 cm)




Art in Embassies

Established in 1963, the U.S. Department of State's office of Art
in Embassies (AIE) plays a vital role in our nation’s public
diplomacy through a culturally expansive mission, creating
temporary and permanent exhibitions, artist programming,
and publications. The Museum of Modern Art first envisioned
this global visual arts program in the 1950s and a decade later
President John F. Kennedy formalized it, naming the program'’s
first director. Now with over 200 venues, AIE curates exhibi-
tions for the representational spaces of all U.S. Ambassadors'
residences and new embassies worldwide, 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.

AIE's exhibitions allow citizens, many of whom might
never travel to the United States, to personally 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 opportunity to see American art.”
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