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Cover:

Ahmed Mater

Magnetism (detail), 2012
Photogravure

2476 x 3178 in. (62 x 81 cm)

Tayo Heuser

Astrolabe (detail), 2011

Ink on hand-burnished paper
70%2 x 37 Y2 in. (179,1 x 95,3 cm)

Andrea Belag

Canopy (detail), 2019

Oil on linen

30 x 22 in. (76,2 x 55,9 cm)

Laura Battle

Light Year (detail), 2010

Oil and mixed media on canvas
60 x 96 in. (152,4 x 243,8 cm)

Evie Falci

Venus Transit the Sun (detail), 2012
Rhinestones on denim

84 x 132 in. (213,4 x 335,3 cm)

Julia Bland

Untitled (detail), 2016
Linen, ink, and oil paint
15 x 9in. (38,1 x 22,9 cm)
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Introduction | Jeddah is an ancient city, over 2,500 years old. The region in which it is located was
settled as early as the Stone Age; the roots of the city certainly extend pre-Islam. Often referred to as
the Gateway to Mecca, Jeddah has long been an important port for pilgrims traveling to Mecca and
to Medina, as well as being a station for international trade routes between the Indian Ocean and the
Mediterranean. With the economic and political changes of the past quarter century, however, it has
experienced a dramatic upsurge in development and modernization.

The Art in Embassies collection for the United States Consulate in Jeddah embodies many aspects
of the city’s identity. Comprising works by twenty-one artists employing both traditional media and
new technologies, and dealing with themes both contemporary and eternal, terrestrial and cosmic, the
collection naturally prompts reflection on humankind’s existence on the globe and in the universe.

The collection’s diversity might be epitomized by the contrast between two notable works: Ashley
Zelinskie's sculpture, Hexahedron, and Ahmed Mater’s series of photogravures, Magnetism. New York-
based Zelinskie used a digitally programmed laser cutter to incise sheets of aluminum with hexadecimal
and binary codes that, when interpreted by a computer, plot the hexahedral shape of the resulting
sculpture. Saudi artist Mater, on the other hand, used the basic—though no less wondrous—technol-
ogy of magnets to create patterns with metal filings, which he then pictured through the laborious and
anachronistic technique of the photogravure. Zelinskie's work looks towards the distant future, Mater’s
to the endurance of the past. Both pieces deal with systems of faith and humanity’s relation to the
ineffable and the mighty.

The Middle East and North Africa’s enormous historical contributions to geometry, algebra,
astronomy, engineering, physics, and engineering are reflected throughout the collection, frequently
in connection to the sacred and the cosmological. Science meets art in the paintings and drawings of
Laura Battle and Tayo Heuser, both of whom refer to star charts and other kinds of scientific diagrams
and instruments in abstract compositions that are as mysterious as they are rigorous.

The region’s rich aesthetic traditions—expressed through its magnificent architecture and design,
applied arts, textiles, calligraphy, and decorated manuscripts—influenced a number of included artists,
some of whom are based in Saudi Arabia, but many of whom are not.

Sherin Guirguis, an Egyptian-American artist based in Los Angeles, was inspired by Arabic jewelry
as well as mashrabeyas—enclosed, latticed balconies. Other artists draw on traditional needlework
techniques and designs, even if, as in the case of Kelly Ording’s Untitled (Blue Stitching), the finished
work is rendered entirely in paint on canvas. Evie Falci and Julia Bland both stretch the conventional
definitions of painting in their abstract panels (it is tempting, though inaccurate, to call them canvases
or pictures). In Falci’s case, her mesmeric arrangements are created by gluing rhinestones onto denim
stretched over a frame; Bland, on the other hand, dispenses with a solid support entirely, and instead
creates hanging rectangular compositions through the knotting of thread, which she then paints.

All of these artists might be said to be addressing the future by negotiating with the past. Tradition
and orthodoxy flow into the wide aesthetic legacies inherited by artists both within the Middle East
and North Africa and beyond, ready to be transformed into new visions of our present moment. Above
all, the art at the United States Consulate in Jeddah is a microcosm of the ways in which cultures—
no matter how ostensibly different or geographically separated—share certain fundamental interests

and concerns, and how influence and exchange can freely occur across these points of convergence.

U.S. Consulate General, Jeddah, Saudi Arabia
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Ammar Al Attar | Self-taught Emirati photographer Ammar Al Attar
documents the changing landscape of the Middle East, focusing in particular
on the charged places where heritage and tradition visibly intersect with the
region’s rapid economic development and globalization.

In his most widely celebrated series, he surveys the modern prayer
rooms, or musallas, that are legislated in Muslim countries in public build-
ings such as malls, markets, airports, or universities. These pragmatic spaces
typically have modest decor, with the exception of the ornate prayer rugs
or carpets that are provided for the faithful. Usually the rooms prominently
feature clocks, as well as podiums with microphones for the imam. Al Attar
has said that he is especially interested in those “makeshift” spaces with
new roles as spiritual sanctuaries adapted from a previous function.'

Throughout the series, Al Attar pictures the rooms from the perspec-
tive of the faithful. In each, the composition is focused around the imam’s
podium and, invisibly implied beyond it, the Ka'aba. The musallas are shown
empty of people, except in certain images in which passersby are glimpsed
in the background.

In 2012, Al Attar spent two weeks photographing musallas in Jeddah.
Three of the photographs from this body of work are included in the col-
lection of the United States Consulate. In Jeddah, the subject is particularly
poignant because of the city’s proximity to Mecca. In these particular photo-
graphs, all the friction and tensions of the series as a whole are in evidence:
the bustle of Al Saraweekh market; the cold lighting of Al Serafi Mall,
where reflected neon is glimpsed through the window; the stacked boxes
of imported electronic goods on the Corniche, where a stack of plastic lawn
chairs functions as a rather undignified dais for the imam.

Al Attar was born in Dubai and now lives and works in Ajman, United
Arab Emirates. He holds a master’s degree in international business from
the University of Wollongong, Dubai, and a bachelor’s degree in Business
Information Technology from Dubai’s Higher Colleges of Technology. He is
a member of the International Federation of Photographic Art, the Photo-
graphic Society of America, and the Abu Dhabi International Photographic
Society. His work has been exhibited widely, including at Athr Gallery,
Dubai; Al Riwaqg Art Space, Bahrain; the 2013 Sharjah Biennial, United Arab
Emirates; and the Archaeological Museum of Thessaloniki, Greece.
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Manal AlDowayan | When Manal AlDowayan was a child, her father
presented her with a cookie tin filled with nearly 1,000 Kodachrome slides
which he had taken between 1962 and 1973, the year she was born. Over
the years, she occasionally played with them, but it was only in 2015, when
she undertook an artists’ residency in Florida at the Robert Rauschenberg
Foundation, that she looked closely at each of the images. By that time, her
father had passed away, suffering in his later years from Alzheimer’s disease
and unable to tell his daughter what the slides depicted.

AlDowayan, who has often used found photographs in her sculptural
and two-dimensional work, resolved to use the collection of slides as the
basis for a new series titled And I, Will | Forget? Instead of attempting to
discover the stories behind the photographs or the identities of the people
featured—most of whom were almost certainly dead by then—the artist,
in a sense, appropriated her father's memories and transformed them into
her own.

When confronted by works from this series—in which AlDowayan silk-
screens the photographs onto unstretched canvas, copper, aluminum, and
paper—the viewer’s first instinct is to wonder what significant events they
capture. A bus that is waiting to depart, or two men dressed in traditional
bisht, perhaps for a special occasion: the images may prompt many more
questions than they answer.

Knowing, however, how they arrived as artworks rather than souvenir
photographs, they suddenly appear quite different: no longer documents of
particular moments, they are now entries from an index of a stranger’s life.
That is to say, instead of looking at the subjects of someone’s memory, it
seems we are looking at memory itself. That AIDowayan’s father eventually
lost his memory to Alzheimer’s makes the works even more poignant;
that AlDowayan is able to transform them into affecting artworks, despite
the loss of their anecdotal content, makes them somehow hopeful,
even transcendent.

Born in Dhahran, Saudi Arabia, AIDowayan currently lives and works
between London, Dhahran, and Dubai, United Arab Emirates. She earned
a master’s degree in systems analysis and design and a Master of Arts
degree in contemporary art practice in public spheres from the Royal College
of Art, London. She has exhibited widely, including at the Sharjah Art
Foundation, UAE; the Los Angeles County Museum of Art; the Gwangju
Museum of Art, South Korea; and the Victoria and Albert Museum, London.
She has had solo exhibitions at the Nobel Museum, Stockholm; the British
Museum, London; and the Aga Khan Museum, Toronto. Her works can be
found in the collections of the British Museum; the Louisiana Museum of
Modern Art, Humlebaek, Denmark; and Mathaf: Arab Museum of Modern
Art, Doha, Qatar.
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Hussein Al Mohasen | As with many artists, both traditional and contem-
porary, across the Middle East, Hussein Al Mohasen incorporates calligraphy
into his paintings. Al Mohasen’s work is remarkable for its synthesis of the
new and the old, the Western and non-Western, the high and the low, the
sacred and the profane. He is greatly influenced by 1960s American pop art,
as well as by its contemporary manifestation, street art. Such caustic, quota-
tional, ironic gestures, and critiques of consumer culture are often combined
in Al Mohasen'’s work with delicate and expressionistic painterly marks,
poetic or academic Arabic texts, and rich color.

His painting Adonis in Yellow is a prime example. Its title refers to the
pseudonym of Syrian poet Ali Ahmad Said Esber, widely acknowledged as
one of modernist Middle Eastern poetry’s most significant writers. Adonis'’s
poem The Flower of Alchemy is quoted by Al Mohasen in the painting,
transcribed in stenciled spray paint. The stencil is now widely associated with
street artists such as Banksy or Blek le Rat, who used the technigue to trans-
pose detailed images onto public walls quickly in order to avoid arrest by
police. Before the prominence of such artists, stenciled lettering was typically
thought of in a military or industrial context—hardly places one expects to
encounter poetry.

Through a prepared stencil, a can of spray paint can achieve a certain
level of detail and sophistication. On its own, however, it is a blunt tool.

A vertical dash of sky-blue spray paint rises along the margin of Adonis
in Yellow, simultaneously representing both unfettered freedom and
crude defacement. In actuality, it completes the artwork; without it, the
stenciled poem would have little of its formal or chromatic charge. It turns
the text into a painting and demonstrates that transcendence exists
alongside abasement.

Al Mohasen was born in Qatif, Saudi Arabia. His recognition grew after
he participated in the 1999 Al-Janadriya Festival in Saudi Arabia. He has had
solo exhibitions at XVA Gallery, Dubai, United Arab Emirates; the Running
Horse Contemporary Art Space, Beirut; and Zara Art Gallery, Amman, Jordan,
among others. He has been included in group exhibitions at museums,
galleries, and biennials, including the sixth edition of 21, 39 Jeddah Arts,
Saudi Arabia; Albareh Art Gallery, Manama, Bahrain; Dar Al Funoon Art
Gallery, Kuwait City; and Mesaha, Ro'iya Art Gallery, Jeddah.
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Dana Awartani | A synthesis between craft and conceptualism, tradition
and modernity, the West and the Middle East, Saudi-Palestinian artist Dana
Awartani’s work confidently straddles boundaries. She was born in Jeddah
but attended an international school, thus gaining a global, multicultural
perspective from an early age. Awartani later studied in the United Kingdom,
where she earned her undergraduate degree from a contemporary art
college and then a master’s degree from a school for traditional art and
craft. She has since pursued the completion of a rigorous ljazah certificate—
an official authorization to transcribe sacred texts as calligraphy.

Through study and practice, Awartani came to understand Islamic
artistic techniques not as decoration or abstraction, as they are sometimes
seen in the West, but as elements in a highly codified system of meaning
that derives from the universality of the Divine. Geometry—which was
first studied and formalized by classical, pre-Islamic civilizations—is per-
ceived by Awartani as a key to the universe and an earthly manifestation
of the infinite.

In her Progressional Drawing series, Awartani was inspired by the
Islamic concept of Tawhid, or the indivisible oneness of God. In this series
of diagrammatic drawings, done in various media, including traditional shell
gold paint, she begins and ends with the circle, progressing through complex
extrapolations and deconstructions that provide a visual demonstration of
the idea that the circle is at the root of all things.

Awartani lives and works in Jeddah. She received her bachelor’s degree
from Central Saint Martins and her master’s degree from the Prince’s Foun-
dation School of Traditional Arts, both in London. She has had solo exhibi-
tions at Maraya Art Centre, Sharjah, United Arab Emirates; the Museum
of Contemporary Art Detroit; and Athr, Jeddah. Her work has been featured
in group exhibitions at Monash University Museum of Art, Melbourne,
Australia; the Utah Museum of Contemporary Art, Salt Lake City; and the
Jewish Museum, New York. She has also been included in numerous biennials,
including the Rabat Biennale, Morocco; the Jakarta Biennale, Indonesia;
the Marrakech Biennale, Morocco; and the Kochi-Muziris Biennale, India.
Awartani’s work is in the collections of the British Museum, London;
the Hirshhorn Museum and Sculpture Garden, Washington, D.C.; and the
Guggenheim Museum, New York, among others.
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Laura Battle | Laura Battle’s mesmerizing paintings and drawings expose
the Western fallacy that abstraction is a modernist phenomenon, and the
pictorial grid is the primary domain of North American minimalism. Through
works that draw from cartography, astronomy, sacred geometry, and archi-
tecture, Battle arrives at forms that span geographies, cultures, epochs, and
religions. Most of her paintings, including Light Year, begin with consider-
ation of the size of her stretcher. This act might sound prosaic; however,

it is from these parameters that all the detailed incident and richness in the
painting unfolds. Light Year is on a stretcher eight feet wide and five feet
high; Battle divided it into a square and a rectangle. “Everything that came
after was in conversation with the breaking down of that proportion

and the geometric complexity of working in between an odd and an even
number,” she said.

For Battle, as with artists and craftspeople across millennia, funda-
mental geometries have existential significance. A vertical line, for instance,
relates to a standing human, while a horizontal line implies a landscape.
A cross, therefore, becomes a person in front of a horizon. The circles posi-
tioned across the pencil grid in Light Year refer, inevitably, to the sun, moon,
and other celestial bodies, and the arcs that emanate from their centers
suggest their paths across the heavens. Battle’s paintings not only operate
at a macro scale, but the discs and arcs might equally call to mind scientific
diagrams of the movement of electrons around a nucleus or the tracks of
even smaller subatomic particles.

These references belong to visual codes and conventions established
over generations. Battle is fascinated, however, by the similarities and
coincidences that arise, separated by time and space: Arabic geometries in
American Shaker drawings, for instance, or Tantric drawings from Rajasthan
that recall Pre-Columbian geoglyphs. Through her work, she aspires to find
a universal visual language that, in turn, allows space for what she self-
deprecatingly calls “all of [her] obscure and obsessive mental meanderings.”

Battle studied at the Rhode Island School of Design, Providence, and
the Yale School of Art, New Haven, Connecticut, where she graduated with
a master’s degree. She has taught at Bard College, Annandale-on-Hudson,
New York, since 1987. Battle has had solo exhibitions at Albany Art Center
Galleries, New York; Fischer Art Center, Bard College, Massachusetts; Rafius
Fane Gallery, Boston; and Platform Project Space, New York. Her work is
in the collections of the American Academy of Arts and Letters, New York;
the Rhode Island School of Design Museum; and the Library of Congress,
Washington, D.C.. She has received numerous awards, including the National
Endowment for the Arts and the Fulbright Fellowship. She lives in the
Hudson Valley, New York.
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Whitney Bedford | British statesman and philosopher Edmund Burke is
perhaps best known for his 1757 book A Philosophical Enquiry into the Origin
of our Ideas of the Sublime and Beautiful, a treatise that was enormously
influential on artists and poets of the eighteenth-century romantic move-
ment. Burke wrote of the “delightful horror” one experiences when faced
with the awesome majesty of wild nature, and called this feeling the “sub-
lime.” While beautiful things are typically “smooth and polished” and “light
and delicate,” he wrote, the sublime, by contrast, is “rugged and negligent...
dark and gloomy...solid, and even massive.”

Los Angeles-based painter Whitney Bedford has long been interested
in Burke's theory of the sublime, which she applies to subjects both con-
temporary—such as fireworks or desert landscapes—and historical, such
as her series of paintings of shipwrecks. While these distinct bodies of work
contain certain affinities—the spikes of the ruined ships’ masts resemble
the leaves of Bedford’s yuccas and Joshua trees, which, in turn, resemble
firework explosions—they are quite separate. Bedford's shipwreck paint-
ings are imaginative fabrications, while works such as The Wedding Party
are informed by the plants that grow wild and in gardens across Southern
California and the sublime wilderness of the Mojave Desert, a few hours
from the coast.

The Wedding Party, as with others in the same series, is painted in
a rather unusual sequence. Bedford began with a perfectly flat background,
in this case an indeterminate purply-brown evocative of a night sky. Then, she
carefully drew with a paint marker pen the leaves and spines of the foliage.
Finally, on top of this precisely drawn layer, she painted seemingly cruder
marks with a brush, adding out-of-focus details such as blossoms or a bird.

Bedford'’s paintings are referential of the history of painting—particu-
larly romantic landscape painting—and autobiographical reflections of
a state of mind. She has said that The Wedding Party was painted shortly
after she married and became a mother; while, earlier in her career, she
painted tempestuous, anguished paintings of shipwrecks, more recently,
she has turned to the flora and fauna of the landscape in which she has
made her home.

Bedford was born in Baltimore, Maryland, but has lived in Los Angeles
for most of her life. She studied at the Rhode Island School of Design,
Providence, and at the University of California, Los Angeles, graduating with
a master’s degree in 2003. In 1998, she was a Fulbright visiting artist at
Hochschule der Kunste, Berlin, and has received numerous prizes including
the Pollock Krasner Award. She has had solo exhibitions at Vielmetter,

Los Angeles; Carrie Secrist Gallery, Chicago; Starkwhite Gallery, Auckland,
New Zealand; and Art:Concept, Paris. She has been included in group exhibi-
tions at such institutions as the Massachusetts Museum of Contemporary
Art, North Adams; The Jewish Museum, New York; Madison Museum of
Contemporary Art, Wisconsin; and Saatchi Gallery, London, among others.
Her work is in collections including the Francois Pinault Collection, Paris;
the Hammer Museum, Los Angeles; the Jumex Collection, Mexico City; and
the Saatchi Collection, London.
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Andrea Belag | Andrea Belag is an artist led by her materials—a masterful
technician who, building on a lifelong exploration into the possibilities of
abstract painting, can draw out surprising and sometimes magical effects
with the most economical of means.

Many of her paintings appear to consist of just a few brushstrokes, as
if they were painted spontaneously in one sitting. However, upon careful
inspection, it is clear that there are layers and sequences within her process.
QOil paint is slow to dry, especially when painted thickly; therefore, when Belag
overlays different colors, it is clear that days must have passed between
one gesture and the next. In Canopy, for instance, underlying brushstrokes
are gathered and shrouded by the dominant arc of red, green, and blue.
Similarly, in her painting Ether, s-shaped wisps of deep royal blue are caught
in the central flow of peach paint, providing the painting its dominant struc-
ture and titular theme. In Dream Space, on the other hand, the parabolic
swoop that contains the horizontal strokes seems to smear them wetly
together. With such apparently simple gestures, Belag creates structure in
her compositions: an inside and outside, a sense of gravity and weight,
and an implied physicality even with such ephemeral textures.

Belag’s gift for using transparent colors often creates the illusion of light
emanating from within the canvas (or linen, with these particular paintings).
This luminosity gives her paintings an almost mystical sense of aliveness;
despite manifestly being the outcome of a certain series of brushstrokes,
they have their own life energy that radiates from within.

Belag studied at Boston University; Bard College, Annandale-on-Hudson,
New York; and the New York Studio School of Drawing, Painting & Sculpture
and has been a faculty member at the School of Visual Arts, New York, since
1995. She has had recent solo exhibitions at Philip Slein, St. Louis, Missouri;
the Philadelphia Museum of Jewish Art; Morgan Lehman Gallery; Steven
Harvey Fine Art Projects; DCKT Contemporary; and Mike Weiss Gallery, all in
New York. She has been the recipient of the Yaddo Fellowship three times,
the John Simon Guggenheim Fellowship, and fellowships from both the
National Endowment for the Arts and the New Jersey Council for the Arts.
Belag lives and works in New York City.
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Julia Bland | It is hard to know whether to describe Julia Bland’s knotted
and sewn artworks as weavings, tapestries, wall hangings, assemblages,
drawings, or paintings. When flattish rectangular objects are hung on the
walls of galleries, they invariably ask to be compared with paintings—and,
indeed, many of Bland'’s fiber pieces also include oil paint. But Bland seems
determined to unravel, both literally and figuratively, the category of painting
and connect it with more diverse artistic traditions.

In many cultures, weaving and textiles have just as rich a tradition as
painting or other forms of picture-making. (Between 2008 and 2012, Brand
lived in Morocco, where fiber art is a celebrated medium, and where she
studied Islamic art.) For the weaver, the composition or design is inseparable
from the construction and function of the object itself, whether it is a rug,
a tapestry, or a wearable garment. From her earliest works, Bland has said,

“I wanted the composition to come from the object itself, to be connected
to the surface rather than superimposed.”? When she started experimenting
with a loom, she found a novel way she could achieve this aim. As critic
John Yau has written, in Bland’s work, “We are always seeing a thing, rather
than an image.”?

Not all of her pieces are made on a loom, however. For the three
untitled works in the collection of the United States Consulate in Jeddah,
she knotted together strands of linen, then stiffened them with ink and oil
paint. They float a little distance away from the wall or backing, causing the
shadows and negative spaces between the threads to become as dynamic
a part of the work as the object itself. Bland brings new meaning to the
phrase “taut composition;” in her art, lines are structural supports, literally
holding the pictorial plane together. Most of her compositions are abstract,
but occasionally representational elements enter the work, as with pieces
featuring snakes and birds—universal motifs that can be seen in woven
works from diverse cultures around the world.

Bland was born in Palo Alto, California, and studied at the Rhode Island
School of Design, Providence, and the Yale School of Art, New Haven,
Connecticut. She has had solo exhibitions at Andrew Rafacz Gallery,
Chicago; Helena Anrather Gallery, New York; Miller Contemporary & Stellar
Projects, New York; and Bab Boujeloud, the World Sacred Music Festival,
Fez, Morocco. Her work has been included in group exhibitions at institu-
tions, including John Michael Kohler Arts Center, Sheboygan, Wisconsin;
Chambers, Beijing; and Anahita Gallery, Tehran, Iran. She has undertaken
artist residencies at the MacDowell Colony, Peterborough, New Hampshire;
Shandaken: Storm King, New Windsor, New York; the Lighthouse Works,
Fishers Island, New York; and Yaddo, Saratoga Springs, New York.
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Simeen Farhat | While written language might be the primary vehicle
for the world’s knowledge and ideas, before language comes form: the
shapes, signs, and symbols that we recognize as alphabetic text. Pakistani-
born, Texas-based artist Simeen Farhat uses forms derived from text—the
very building blocks of meaning—to create abstract, formally expressive
sculptures that, in a sense, divert language from its original context into
other, evocative though less clearly defined tributaries of meaning.

It would take an expert linguist to identify all the letters that are tangled
and twisted through Farhat’s sculpture Thinking the Opposite. But, as with
all her work, it is not intended to be read or decoded. “As a visual artist,
| do not follow the rules of any language; my intention is to reconstruct the
thought process,” Farhat writes.

Farhat is considered a skilled colorist, even if, as with Thinking the
Opposite, her colors are deliberately discordant. The piece’s title alludes to
a binary system, and the yellow and black shapes in this sculpture appear
intertwined while in competition with each other. This tension is open to
a wide range of interpretations, from internal psychological states to political
or sociological struggles. As a multicultural female artist, Farhat notes, she
aims, in particular, to “represent women's inherent right to be expressive
in how and what they feel and think.”>

Born in Karachi, Pakistan, Farhat now lives and works in Dallas. She
studied at Arizona State University, Tempe, and Texas Christian University,
Fort Worth. She has had solo exhibitions at La Fontaine Center of Contem-
porary Art, Manama, Bahrain; the National Art Gallery, Islamabad, Pakistan;
and Sharjah Museum of Modern Art, United Arab Emirates, among others.
She was included in the 2018 Contemporary Calligraphy Biennial, Sharjah,
United Arab Emirates; the Karachi Biennale 19, Pakistan; and the collateral
exhibition In the Eye of the Thunderstorm: Effervescent Practices from the
Arab World at the 56th Venice Biennale, in 2015.
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Evie Falci | Historically within Western modernism, ornamentation has
been derided—both implicitly and explicitly—as indulgent, frivolous,
tasteless, feminine, juvenile, degenerate, or immoral. German architect Adolf
Loos even penned a diatribe in 1913 titled Ornament and Crime. While the
uncompromising, functionalist “international style” that Loos espoused has
long been anachronistic, there lingers in Western art a general perception
of decoration as being lowbrow and unserious.

Of course, in many parts of the world and at many points in history,
decoration, pattern, and embellishment have been considered the highest
forms of cultural expression. In Islamic art, as with sacred art from virtually
every religion, ornamentation is a pathway to encounter the divine, both for
its maker and its beholder. American artist Evie Falci is well-versed in such
traditions, but she plays both sides of this cultural divide, using stereotypically
Western media such as denim, imitation leather, rhinestones, sequins, and
metal studs to create abstract compositions that are inspired by non-Western
forms such as mandalas and totems. She then stretches the finished works
on wooden stretchers like conventional paintings on canvas, placing them
within the category of painting even though they include no paint.

In her astonishingly detailed work Venus Transit the Sun, the viewer
might observe the influence of Native American beadwork, Mesoamerican
designs, Buddhist sandpainting, Persian carpet weaving, Christian stained
glass, mosaics, and pop-fashion motifs such as stars and rainbows. Despite
its “unserious” qualities, Falci's work demands to be taken seriously. “It's
exciting and challenging to me to take things that are kitschy and try to tran-
scend their cultural value,” the artist has said.® The level of care and craft-
manship in each piece, not to mention their scale, their level of detail, and
their compositional balance, all conspire to make them objects as profound
and transcendent as the traditional forms that inspire them.

Falci was born in Brooklyn, New York. She studied at the Maryland Insti-
tute and College of Art, Baltimore. Her work has been included in numerous
exhibitions at various venues, including Jeff Bailey Gallery, Hudson, New
York; Castor Gallery, New York; the Lodge Gallery, New York; Feature Inc.,
New York; Magic Pictures Gallery, Philadelphia; and Gallery Diet, Miami.
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Sherin Guirguis | When researching projects, Egyptian-born Sherin Guirguis
delves deeply into local histories, archives, texts, oral testimonies, and tradi-
tions. Often at the core of her sculptural or painterly works are narratives
that have been marginalized or erased.

Her newer works, which included hanging rope, wood sculptures, and
paintings on hand-cut paper, were inspired by Doria Shafik, a largely forgot-
ten writer and leader of the Egyptian feminist movement. For the 2017
Desert X Biennial in California’s Coachella Valley, she built an adobe struc-
ture resembling the homing pigeon towers found throughout the Middle
East and North Africa. The shelter in California harked to faraway traditions
but was intended, as the artist wrote, as “a beacon, a sanctuary and
a memorial for the people and communities of the desert whose histories
are often dismissed or marginalized.”

Guirguis’s sculpture Untitled (Hallak) is part of a series responding to
Nobel Prize-winning novelist Naguib Mahfouz's The Cairo Trilogy. Mahfouz's
intimate but epic work follows family members through the first quarter
century of Egypt’s post-colonial reconstruction. Guirguis focuses on the
evolving role of women in the story: the sculptures in her series, which are
modeled on traditional Arabic jewelry and fabricated in materials inspired
by harem windows, or mashrabiyas, are designed to rock when pushed —
in reference, the artist has written, “to a woman'’s body as she moves down
a public street.” As she points out, “That they only function when interacted
with by a viewer, fluctuating from passive and beautiful to flailing and
threatening, the sculptures allude to the role each individual has in contribut-
ing towards established sexual mores."”

Guirguis was born in Luxor, Egypt, and now lives and works in Los
Angeles. She received a Master of Fine Arts degree from the University of
Nevada, Las Vegas, and she is a professor at the Roski School of Art and
Design at the University of Southern California in Los Angeles. She has
had solo exhibitions at the Minnesota Museum of America Art, St. Paul;
the Tahrir Cultural Center at the American University in Cairo, Egypt; Craft
Contemporary, Los Angeles; and the Third Line Gallery, Dubai, United Arab
Emirates. She was included in Desert X Biennial, Al Ula, Saudi Arabia, in
2020, and Desert X Biennial, Palm Springs, California, in 2017. Her work is
in numerous private and public collections, including the Los Angeles
County Museum of Art; the Museum of Fine Arts, Houston; the Orange
County Museum of Art, California; and the Las Vegas Art Museum, Nevada.
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Tayo Heuser | An astrolabe is a device originally used by astronomers
and navigators to measure the distance above the horizon of a celestial
body. The word, which has etymological derivations in both Medieval Latin,
Ancient Greek, and Medieval Arabic, literally means “star taker:” a means
of reaching into the infinite and grasping something tangible, empirically
measurable. Astrolabes were first used in Hellenistic Greece but were signifi-
cantly refined and developed during the Islamic Golden Age when used to
find the Qibla.

A diplomat’s daughter, artist Tayo Heuser was born in Washington, D.C.,
but she spent portions of her childhood in Tunisia, Libya, Sudan, and the
Ivory Coast. Traveling through the Sahara, the magnificent complexity of
the night sky permanently impressed itself upon her young imagination. In
Tunisia, she became familiar with Roman and Islamic architecture, from the
ruins of Carthage to the Great Mosque of Kairouan. All of these influences
can be detected in her work, such as Astrolabe, which synthesizes geometry
and expressionism, precision and fluidity, rationality and mysticism.

Heuser’s primary medium is ink on paper; she uses both brushes and
a fine steel nib to make contrasting marks, including delicate rows of parallel
lines, which, viewed from a distance, coalesce into translucent veils over
painted shapes beneath. In Astrolabe, miasmic areas of watercolor overlay
hard-edged discs and rings, recalling the Milky Way on an astronomical
chart. The composition also brings to mind crop circles or plans of Neolithic
stone circles. According to such an aerial perspective—the viewer looking
down from the sky rather than looking up into it—Heuser’s meandering
watercolor marks might be read as winding rivers or contour lines on a map.
Despite all these disembodied resonances, Heuser's painterly drawings
never let the viewer forget that they are handmade artifacts. Our final
thoughts are not so much of the cosmos or the landscape but of the people
that craft objects, tools, and pictures in an attempt to understand—and
to grasp—the wonders of the beyond.

Heuser studied at Vermont College, Montpelier, and at the Rhode Island
School of Design, Providence. She has had solo exhibitions at the Newport
Art Museum, Rhode Island; Reeves Contemporary, New York; Cade Tompkins
Projects, Providence, Rhode Island; Jamestown Art Center, Rhode Island;
and the University of Massachusetts, Dartmouth. Her work is in such public
collections as the Weatherspoon Museum of Art, Greensboro, North
Carolina; The Phillips Collection, Washington D.C.; the Hammer Museum,
Los Angeles; the Rhode Island School of Design Museum; the Werner
Kramarsky Collection, New York; and the Leeds Foundation Collection,
Philadelphia. She lives in Providence, Rhode Island.
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Brad Howe | Brad Howe believes that self-edification and growth depends
on the extent of one’s imagination, and that imagination is bounded by
vocabulary. If Howe's artworks—from sculptures to photographs to graphic
works on paper—often remind us of letterforms or sentences, that is

no coincidence. It is the broadening of vocabularies—his viewers’ and his
own—that Howe pursues through making art. “Vocabulary is tied to
experience, and it is in energized moments of exposure to strangeness that
our vocabulary expands. Encountering strangeness stretches and expands
our self-image and seeds the rich potential for our collective conversations,”
he has written.®

As with several other artists whose work is included in the collection of
the United States Consulate in Jeddah, Howe's route into the art world was
circuitous. He first studied international relations in California before moving
to Sdo Paulo where he initially specialized in Brazilian affairs. It was in
Brazil that he found himself drawn to visual art. This background is worth
mentioning because throughout his work recur the ideas of a transnational
visual language, the kaleidoscopic influence of diverse cultures, and of
social connections forged across boundaries.

For his Calligraphy series, steel forms, colored with various shades of
urethane paint, evoke melting letterforms or typographical symbols. Fixed
vertically—as with Consonance—or, as in other works, scattered in all
directions, the wall-mounted sculptures seem to imply exploded sentences.

"The challenge,” Howe writes, “is to recognize these as structures of
communication,” to ascertain how they relate to the objects and ideas they
conjure—birds or trees, perhaps. Or, as he reflects, “Are these colorful
structures depictions of actual wings and actual leaves unto themselves?”®

Born in Riverside, California, Howe studied at Stanford University,
California, and at the University of Sdo Paulo. He lives and works in Malibu,
California. He has had numerous solo exhibitions, including at Caldwell
Snyder Gallery, St. Helena, California; Galerie Uli Lang, Biberach, Germany;
Gallery Jeon, Daegu, South Korea; Galerie Sparts, Paris; and CMay Gallery,
Seoul, South Korea. His work was included in the 2019 Havana Biennial;
the 2017 Qjai Invitational, California; along with exhibitions at Deshan Art
Space, Beijing; the Honolulu Museum of Art; and Museum Biberach,
Germany. His work is in numerous public and private collections including
the Crocker Art Museum, Sacramento, California, and the Pasadena
Museum of California Art.
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Robert Huff | “Everything | do is oriented towards the landscape,” said
Robert Huff. “Sometimes it's oriented towards the beautiful parts; some-
times it's oriented towards the not so beautiful parts—usually caused

by man."™

Robert Huff, who died in 2014, was a polymathic artist and teacher
who employed diverse materials in his two- and three-dimensional work —
from particle board, typically used in construction, to gold leaf, blackboard
paint, Plexiglas, and various species of wood and types of metal. He was
not constrained by formalist affinities to particular media; rather, he could
adapt whatever was closest to hand to his thematic and aesthetic concerns.
Indeed, he and his family were initially involved in the construction busi-
ness, so a broad sense of manual facility and structural soundness is sensed
throughout his work.

Huff might best be known for his two-dimensional pieces, particularly
his paintings, which combine sharply masked shapes of flat color with areas
of detailed architectural drawing and others of expressionistic brushstrokes.
These paintings, as he suggests, evoke not only the space of landscape
but the various manmade structures and interventions within it. Huff was
inspired in one body of work by the practice of mountaintop removal
that he observed in the Appalachian Mountains of Southwest Virginia due
to coal mining in the area.

He also made sculptures, as with the bronze construction Delta Blues/
Curve, in the collection of the United States Consulate in Jeddah. In dis-
tinction to other areas of his work, Huff considered his sculptures to have
particular affinities with architecture “because of their impact on the land-
scape, because of the energy that they impose on the natural landscape.”!"
While Delta Blues/Curve is a fundamentally abstract response to such ideas,
its triangular details are reminiscent of pitched rooftops, giving the piece
a particular scale and calling to mind, perhaps, certain kinds of barn and
agricultural structures often seen in the American landscape.

Huff was born in Kalamazoo, Michigan, and lived and worked in Miami.
He received a Master of Fine Arts degree from the University of South Florida,
Tampa, and taught at Miami-Dade Community College, where he retired
as chair of the art department in 2005. He exhibited widely throughout his
career, including at the Lowe Art Museum, Miami; the Fort Lauderdale
Museum of Art, Florida; the Museum of Contemporary Art North Miami; and
the Bass Museum of Art, Miami. His work is in numerous public and private
collections, including the Perez Art Museum, Miami; the Fort Lauderdale
Museum of Art; and the Ringling Museum of Art, Sarasota, Florida.
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Suzanne Kanatsiz | Sculptor Suzanne Kanatsiz likes to quote Albert Ein-
stein when explaining her preoccupation with circles. “The circle is the only
shape that is simultaneously both whole and a part,” wrote the physicist.
“The circle has no sides; it does not have limits. The symbol of the circle is
used as metaphor for nothing and for everything. We do not yet know the
nature of what the circle is.”"

Concentric circles, in particular, recur throughout Kanatsiz's work, from
drawings on paper to room-scaled installations. In Cone (2002), she tightly
rolled a strip of thin lead steel into a dense, freestanding cone, two feet
tall. For Dish (2003), a shallow steel bowl, wide as a satellite dish or a giant
ceremonial platter, is etched with concentric rings, which emanate from its
center like ripples on a pond.

The sculpture in the collection of the United States Consulate in Jeddah,
Bowl, shares certain formal qualities with these circular works, although
it is distinguished by the addition of calligraphic Arabic text. Inscribed in the
etched glass that floats like a meniscus across the modernist steel bowl is
al-Fatihah (“the Opener”)—the introductory chapter of the Qur‘an. Kanatsiz
transcribed this particular iteration of the text from Turkish calligrapher
Hamid al Amidi.

Kanatsiz, born to a Turkish father and an American mother, grew up
in the United States but spent summers in Turkiye. It was there that she
discovered the astonishing work of historical calligraphers from the Ottoman
Empire. While her work is not explicitly devotional, it is clearly influenced
by formal expressions of the sacred, especially the architecture, applied arts
and calligraphy of the Muslim world. She does not intend the Arabic text
she incorporates into her works to be read literally; instead, it functions
as an “opener” into reflections on ideas of timelessness, of history and tradi-
tion, of spiritual contemplation and subconscious revelation.

Kanatsiz lives in Seattle. She studied at San Diego State University and
San Jose State University, California. She has received numerous grants
and awards, including a Fulbright Scholar Fellowship at United Arab Emirates
University, Abu Dhabi; a Lindquist Endowment Grant from Weber State
University, Ogden, Utah; an Individual Merit Scholarship from City University
of Seattle; and an Earthworks Now Honor Award from Copper Mountain
College, Joshua Tree, California. She has undertaken artists’ residencies at
the Baer Art Center, Iceland; the Island Institute, Sitka, Alaska; and the Helen
Wourlitzer Foundation, Taos, New Mexico. She has exhibited her work in
galleries and museums across the United States and internationally, including
at A Gallery, Salt Lake City; Capital City Arts Initiative, Carson City, Nevada;
XVA Gallery, Dubai, United Arab Emirates; KOA Gallery, Honolulu; C Gallery,
Santa Fe, New Mexico; and the Fass Gallery, Sabanci University, Istanbul;
among others.
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Roberto Lopardo | The camera has arguably had no greater artistic impact
and expression than in the genre of documentary street photography. The
intricate and restless buzz of urban modernity has been captured in astonishing
images by photographers from Eugéne Atget and Henri Cartier-Bresson

to Robert Frank or Garry Winogrand, to name just a few. It might almost
be imagined that the camera was invented for this very purpose.

Roberto Lopardo adds his distinct reinterpretation to this already crowded
field. In The Mappings Project, he spends twenty-four hours exploring
a particular locale on foot. A digital alarm hanging around his neck alerts
him to the passage of each minute, whereupon he shoots another photo-
graph. The resultant work is a portrait of a place made from 1,440 images,
arranged in a grid of twenty-four rows on a wall-mounted lightbox.

To date, Lopardo has created such “maps” of Dubai, Sharjah, Kuwait,
Doha, Bahrain, Jerusalem, Istanbul, Beirut, Venice, an area of open landscape
in Oregon, and, of course, Jeddah

The project is remarkable because—as with an actual city—it does not
privilege any one particular view or perspective, even though the entire
work is processed through one person'’s subjectivity and experience. Scanning
along the lines of photographs, we feel ourselves close to Lopardo, who
meanders through backstreets, markets, shops, restaurants, and other public
places, never knowing who or what he will encounter. In Mapping Jeddah,
we sightsee with him, eat with him, go to the bathroom with him, and—in
one sequence of out-of-focus shots of passing streetlights—doze with him
in the back of a taxi.

When assembled into its final grid and seen from a distance, the effect
becomes painterly, with dashes of certain colors emerging across sequential
pictures and bands of darkness stretching across the top and bottom of the
panel, while Lopardo explored the city at night.

Lopardo was born in Brooklyn, New York, and now lives and works in
Dubai, United Arab Emirates. He received his Master of Fine Art degree from
the Rhode Island School of Design, Providence, and teaches at the American
University in Dubai. He has had exhibitions of his work at the RISD Museum;
the United States Consulate in Dubai; the Tenri Cultural Institute, New York;
Video-Appart, Paris; and Emerson Gallery, Berlin. Lopardo was awarded
a New York University research fellowship.
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Ahmed Mater | Ahmed Mater’s Magnetism is an artwork that is deeply
complex and astonishingly simple at the same time. In a series of pictures,
a magnet is polarized in order to both attract and repel a scattering of iron
filings, which respond to its charges by organizing themselves in radiant
circles around the cube.

The photogravure prints that Mater has made of this phenomenon are
instantly identifiable as abstract representations of the most holy site
in Islam, the Ka'aba. (Because the mosque officially prohibits photography
from the inside, the most common views of it are from the air, as evoked
in Mater's pictures.)

During the pilgrimages of Hajj and Umrah, for which Jeddah is an
important logistical and cultural port, pilgrims from every corner of the Muslim
world convene on Mecca and participate in communal actions around the
Ka'aba. In Magnetism, Mater depicts the Ka'aba—the cube, the fundamental
building block, the center of the world—as a charged element around
which all bodies orient themselves. The elemental and timeless simplicity
of Mater’s arrangement contrasts with the rather complicated, antiquated
technique of photogravure, in which photographs are transferred to
a copper printing plate.

Throughout his work in photography, film, sculpture, and performance,
Mater chronicles the modernization of the Saudi kingdom and the broader
region. Born in 1979 in Abha, in the remote mountainous area near the
Yemen border, Mater has observed throughout his life the development of
the country following the Saudi oil boom and the tensions that have arisen
between tradition and modernity, heritage and globalization, and religion
and power.

Mater originally trained as a doctor. In 1999, he joined the Al-Meftaha
Arts Village, part of the King Fahd Cultural Center in Riyadh. He began
exhibiting his paintings in the early 2000s while simultaneously working in the
emergency room of Asir Central Hospital, Abha. In 2006, he was included
in the exhibition Word into Art at the British Museum in London, which
brought his work wider acclaim. Mater is also a co-founder of the nonprofit
enterprise Edge of Arabia, which began mounting exhibitions of the work
of Saudi artists globally in 2008 and continues to create opportunities for
dialog between Middle Eastern artists and the West. His work has been
included in exhibitions at the National Museum of Asian Art, Washington, D.C.;
the Mori Museum of Art, Tokyo; and Centre Pompidou, Paris. His work is
in the collections of the British Museum, London; the Museum of Islamic Art,
Doha, Qatar; and the Smithsonian Institute, Washington, D.C.
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Farah Nafisa | Any photographer who has developed photographs in an
analog darkroom will be familiar with the entrancing experience of an image
emerging on a piece of white paper as it is bathed in a tray of developing
solution. Saudi photographer Farah Nafisa replicates this sensation with her
series Bliss, in which a picture of an imposing gridded window coalesces in
increasing shades of solidity across nine sequential prints.

Nafisa's work is inspired by an experience she had when younger of
fainting during prayers in a mosque, due to the intensity of her devotion. In
Bliss, she depicts in photographic form how it felt to emerge from uncon-
sciousness and to regain awareness of her surroundings. The series simulta-
neously operates on two other levels, one prosaic and the other spiritual.

On the one hand, Bliss is a formalist work that reveals the effects of varying
exposures on a photographic image, showing how pictorial information is lost
or found through the darkening print. On the other, the work is a stirring
metaphor for the gradual revelation of religious knowledge and conviction.

Nafisa’'s four-part series Morning, September 9, 2015 is a complemen-
tary piece that functions somewhat similarly. The work shows the rising sun,
with each photograph taken just a few minutes apart. The piece is inspired
by Nafisa's experience of fasting and the feeling of the new day beginning
at the end of a fast. Light is often used as a metaphor in art for spiritual
or inner vision. As in Bliss, with Morning, September 9, 2015, the passing of
time corresponds to the attainment of clarity, understanding, and peace.

27-28






1 T

REREY

TR -




AR R

| 2an w8 €




Sligill Joa Gaglai o 6)lie atisyol s ilagl go dagl JS | aissyel s
dball dunsiglly wdypiill dogeilly 1 uadllg davallg Lelhilly uagall Gu
\alellg 8ggall §yall of duiiloall alglll auhli Guph e lgllocl i bo 8ale
il gilalge yghi degill (o Kiladlial ol dndgis pe IS8y aili @bl g
u cylgall gl o3lall o Ixgeldl Jio cajlajll dainio ljgung disupai htail uai
dznall Ge dailill Sl spile dlaiwls pull

ola alall aiii gyoll of dudbileall algl il Jeai dcluall dlac Sl 13
giloayl Cuild 13]g spligdll das olas Il (] susi 28 duslioll ainsjgl Cilosouni
claval a sLiall Cilodle paaimi cagua  lelad ) (eaiud ligsac dguaoll
aiisygl deac galpo cail groa (Bl o cpall ooy sgaull hall (a o Calral
aiblll dpdnll Cllgall dilegihe (o vdpiall JUubidll (o deanlg dyalyea degono
(elayfl dbliall) oloic Hga1 (o dusigllg dplall dajall (] vgail 64ia (o

il iyl juphillg Juiilall Jlacl dhpundl jpall o aiisjgl cagaun a7

shliall jguai tlhgldcgans o Ciyghi galgll o dshall odm 8yl 1ilail
s gl o dll jluadl (e .Cragll s (s iyl lgiosuy (il danhll
gyt go Galll galyi e Yoy Lo wdgapbll hliell (] il 610 golll Silayad
ol iy 2igsjel caglul ol 9any wells gog o Guadill o of Guaudill
bl arauai gl Sligileill a relell Juall canldl ciglul

lli blaillg Ljalh dhpuy cullul Jleall gl doigo Ll aiisjel Joai
Japaill dhai o lglac Iy ol (uin (sl Jasllg Gliall Gu dupddll disbell
Lgibigll 8jronll Calauhll G ymsji darasll Gl pilillg saseall iladell Lo

ougyellill s le ban bijgaydls aiilsol (na Josyg Linsy /aiasjel
dydpll dpyill Qs ol sy ggiall gluupuilia Gl agee o diaall Hgiall o
gulise I3 (a8 Loy gulg Glhai e Lgllocl Cuaje jalgy 1g3li9lg8 deoky (na
lijoaylls jouuyal spuh 6)lw GagRog oeeel aiilijgr ulapd uilagiw
OSeu - Lijoanlls itllgl wsplle T Ptg rgalal walla (ua wsihorediol ololia
g gl Gondls Jio gélgo (uw elall cayldilly cbuapmallg dylaall lgibhol &)
olive relorua jaog rgbuuilya Hlu a1y (ikigng s gluupuilya ol
oall gluils ol cario Jio Cilegano (o lgllacl yayei’ Lijgadlls iy
rooiall g8upuilis ol diall de)lill aisallg dolell Goiall degaro «yall
o Gilayge u apa deganng tlijgarlls Lol dehlas dcgono

r1-ra

Kelly Ording | Each of Kelly Ording’s paintings is a negotiation of tensions
between chaos and order, chance and intention, and ethereal softness and
hard-edged geometry. She usually begins her works by staining the canvas
or paper with coffee and salt, a technique that produces unpredictable
blotches or variations in tone. Her compositions, which comprise both
abstract patterns and stylized depictions of motifs such as pagodas, mina-
rets, or boats at sea, emerge in direct response to the effects generated

by the dye.

If the dyeing process makes the canvas or paper resemble skin, then
Ording’s overlaid designs might bring to mind the precision of tattoos; if her
organically washed grounds evoke ancient parchment, then her brush marks
are akin to calligraphy. One can spot throughout Ording’s work references
to a broad geographical range of artistic forms, from Edo-period Japanese
woodblock prints to Persian and Indian decoration. In Untitled (Blue
Stitching), Ording’s rows of simple stitches recall the historically Puritan lace-
work and embroidery of New England. That piece, in fact, developed from
a series of landscape paintings that Ording was making around that time.

In the more recent Tapio, the gradations of tone again refer to landscape,
implying a receding horizon with a sunset or sunrise. Here, however,
Ording’s technigue seems to belong to the graphic style of 1980s science
fiction or automotive design.

“I am interested in creating beauty in seemingly minimal ways and
capturing that ethereal conversation between the artist and the artwork,”
Ording says.” Even if her work begins from the point of minimalism,
complex relationships and subtle effects blossom in between the distinct
layers of her paintings.

Ording lives and works in Oakland, California. She received her
Bachelor of Fine Arts degree from the San Francisco Art Institute after
studying environmental education at the University of Colorado, Boulder.
She has exhibited her work widely, including at Stephanie Chefas Projects,
Portland, Oregon; Sarah Shepard Gallery, Larkspur, California; Gilman
Contemporary, Sun Valley, Idaho; and Pt. 2 Gallery, Oakland, California.
Her murals, mosaics, and public commissions can be seen at such locations
as San Francisco’s landmark Clarion Alley, Unity Plaza in San Francisco,
and Facebook Headquarters, Menlo Park, California. Her work is included
in such collections as the San Francisco Museum of Modern Art; the San
Francisco Arts Commission Public and Civic Art Collection; the Alameda
County Collection, California; and the JP Morgan Chase Collection.
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Qingyun Wang | Despite a recent surge in real estate competition and
development in San Francisco, Lake Merced and its surrounding parkland
remains a haven for people living and working in the city, many of whom
come to exercise and picnic nearby. It is also an important refuge for wildlife
and a resting place for migratory waterbirds traveling along the Pacific coast.

In Qingyun Wang's photographs of the park, no trace of human inter-
vention is evident; the detailed pictures of plants imply a pristine natural
environment. Even the photographs are shot from a low perspective, as if
observed by a passing animal. The low sun illuminates the fine hairs around
seedheads and flowers, and rakes through San Francisco’s famously moist
air. Wang's focus is so sharp that even delicate strands of spiderweb catch
the light.

Throughout his work, Wang photographs the interplay of the natural
environment within the city. Whether in photographs of a red shack reflected
in the waters of the Don Edwards San Francisco Bay National Wildlife
Refuge or of the painterly cloud effects above the Bay Bridge refracted
kaleidoscopically in the windows of the Ferry Building, Wang observes with
a subtle intelligence the timeless grace and beauty of nature amid a bustling,
contemporary metropolis.

Originally from Hangzhou, China, Wang came to the United States to
study interior architecture and design at the Academy of Art University,
San Francisco. As a photographer, he is self-taught, and he first began using
the medium to augment his graphic design projects.
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Ashley Zelinskie | Ashley Zelinskie's sculpture responds to a rather
perplexing conundrum. If art is, according to one interpretation, a store of
information for the future, and if—as seems inevitable to some thinkers—
the future will be the domain of machines, with humanity subjugated

or entirely extinct, then whom should the art of the future address? As she
has written, “This work is not for us. It is for the future. And robots.”

Zelinskie has observed that the notion of abstraction is entirely relative;
what seems abstract to humans is concrete for computers and vice versa.
Shapes, colors, textures, and scales must be encoded to be grasped
by digital intelligence, and, once encoded, this information seems almost
entirely formless to the average human eye. Similarly, all art is also
constructed from myriad codes and languages, even if it is easy to forget
this when we are looking at it.

In her Reverse Abstraction series, Zelinskie takes digital renderings of
basic shapes and outputs this information as hexadecimal and binary digital
code. These letters and numbers form the surfaces of her sculptures, which
are designed using 3D software and then printed using a laser cutter or
3D printer. The surface code of Hexahedron, for instance, describes the shape
of the sculpture. “If a computer were to see that code, it would see the
object you are seeing,” writes Zelinskie. “This is art you both can enjoy.”

In other series, Zelinskie has made portraits by scanning her subjects’
heads or bodies and then printing them out as alphanumerically encoded
DNA. She has digitally cut canvas prints of masterpieces from the Google
Art Project (such as paintings by Paul Gauguin) into hexadecimal code,
which—unlike the paintings themselves—are theoretically legible to
computers. Her work assumes a certain pragmatic functionality, but actually,
it is ruminatively philosophical. It forces us to contemplate the outer reaches
of human knowledge and human timescales; it puts us in touch with the
digital sublime.

Born in Pennsylvania, Zelinskie lives and works in New York. She has
had solo exhibitions at Kate Oh Gallery, New York; TORCH Gallery,
Amsterdam; and Kingsborough College, New York. Her work has also been
featured in group exhibitions at Sotheby’s, New York; the Masur Museum
of Art, Monroe, Louisiana; and the Museum of Art and Design, New York.
She collaborated with Querencia Studio for Paris Fashion Week 2019, and
she has also collaborated with the Smithsonian Tropical Research Institute,
NASA, and Google.
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Ammar Al Attar

Juddah—Al Serafi Mall, 2012
Lambda print

16%s x 233 in. (42 x 59,4 cm)

Ammar Al Attar

Jeddah—Al Saraweekh Market, 2012
Lambda print

16%s x 2338 1in. (42 x 59.4cm)

Ammar Al Attar

Jeddah— Corniche, 2012
Lambda print

16%s x 2338 in. (42 x 59,4 cm)

Manal AlDowayan

Bus 1 from And I, Will | Forget? series, 2015
Silkscreen ink on paper and canvas

Top panel: 19" x 18" in. (50 x 46 cm)
Bottom panel: 8740 x 12%5in. (22 x 31,5 cm)

Manal AlDowayan

The Bisht Men Il from And I, Will | Forget? series, 2015
Silkscreen ink on canvas and copper

Each panel: 47%8 x 29 % in. (121 x 25 c¢m)

Manal AlDowayan

The Bisht Men Il from And I, Will | Forget? series (detail), 2015
Silkscreen ink on canvas and copper

Each panel: 47%8 x 29 %2 in. (121 x 25 cm)

Hussein Al Mohasen
Adonis in Yellow, 2012
Acrylic and graffiti on paper
36% x 26in. (92 x 66 cm)

Dana Awartani

Progressional Drawing #7, 2013

Pen, gouache, shell gold on mount board
32% x 40in. (81,6 x 101,6 cm)

Laura Battle

Light Year, 2010

Oil and mixed media on canvas
60 x 96.in. (152,4 x 243,8 cm)
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"

12

13

14

15

16

17

18

19

20

Whitney Bedford

The Wedding Party, 2016

Ink and oil on canvas on panel
60 x 96 in. (152,4 x 243,8 cm)

Andrea Belag

Canopy, 2019

QOil on linen

30 x 22in. (76,2 x 55,9 cm)

Andrea Belag

Ether, 2017

QOil on linen

30 x 22in. (76,2 x 55,9 cm)

Andrea Belag

Dream Space, 2014

Qil on linen

30 x 22 in. (76,2 x 55,9 cm)

Julia Bland

Untitled, 2016

Linen, ink, and oil paint

18 x 15 in. (45,7 x 38,1 cm)

Julia Bland

Untitled, 2016

Linen, ink, and oil paint

15 x 9in. (38,1 x 22,9 cm)

Julia Bland

Untitled, 2016

Linen, ink, and oil paint

15 x 9in. (38,1 x 22,9 cm)

Simeen Farhat
Thinking the Opposite, 2012
Enamel on resin

26 x 27%6 x 57&1in. (66 x 70 x 15 cm)

Evie Falci

Venus Transit the Sun, 2012
Rhinestones on denim

84 x 132 in. (213,4 x 335,3 cm)

Sherin Guirguis
Untitled (Hallak), 2014
Walnut, metal

95 x 40 x 40 in. (241,3 x 101,6 x 101,6 cm)

Tayo Heuser
Astrolabe, 2011
Ink on hand-burnished paper

70%2 x 37%21in. (179,1 x 95,3 cm)
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22
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24

25

26

27

28

29

30

31

Brad Howe

Consonance from the Calligraphy series, 2016
Stainless steel

64 x 18 x 11in. (162,6 x 45,7 x 27,9 cm)

Robert Huff

Delta Blues/Curve, undated

Steel

16 x 27 x 20in. (40,6 x 68,6 x 50,8 cm)

Suzanne Kanatsiz

Pooling Vessel, 2003

Steel and etched glass

16 x 23in. (40,6 x 58,4 cm)

Roberto Lopardo
Mapping Jeddah, 2014
665 x 2364 in. (168,5 x 600 cm)

Roberto Lopardo
Mapping Jeddah (detail), 2014
665 x 236" in. (168,5 x 600 cm)

Ahmed Mater

Magnetism, 2012

Photogravure

Series of four, each 24716 x 317 in. (62 x 81 cm)

Farah Nafisa

Morning, September 9, 2015

Color photograph

Each of four: 19% x 25% in. (49,5 x 64,8 cm)

Farah Nafisa

Bliss, 2015

Mixed media on metal

Each of nine, 12 x 8 in. (30,5 x 20,3 cm)

Kelly Ording

Tapio, 2015

Acrylic on canvas

25 % 21in. (63,5 x 53,3 cm)

Kelly Ording

Untitled (Blue Stitching), 2013
Acrylic on linen

31 x 25in. (78,7 x 63,5 cm)

Kelly Ording

Untitled (Blue Stitching) (detail), 2013
Acrylic on linen

31 x25in.(78,7 x 63,5 cm)
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Qingyun Wang

Lake Merced Park, 5.27, 2012
Color Photograph

24 x 30in. (61 x 76,2 cm)

Qingyun Wang

Lake Merced Park, 5.27, 2012
Color Photograph

24 x 30in. (61 x 76,2 cm)

Qingyun Wang

Lake Merced Park, 5.27, 2012
Color Photograph

30 x 24 in. (76,2 x 61 cm)

Qingyun Wang

Lake Merced Park, 5.27, 2012
Color Photograph

24 x 30in. (61 x 76,2 cm)

Ashley Zelinskie

Hexahedron (detail), 2013

Aluminum

48 x 48 x 48in. (121,9 x 121,9 x 121,9 cm)

Ashley Zelinskie

Hexahedron, 2013

Aluminum

48 x 48 x 48in. (121,9 x 121,9 x 121,9 cm)
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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 diplo-
macy through a culturally expansive mission, creating temporary and per-
manent exhibitions, artist programming, and publications. 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 pro-
gram’s first director. Now with over 200 venues, AIE curates temporary and
permanent exhibitions for the representational spaces of all U.S. chanceries,
consulates, and embassy residences 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.

AlE’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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Dana Awartani

Progressional Drawing #7, 2013

Pen, gouache, shell gold on mount board
32 x 40 in. (81,6 x 101,6 cm)

Kelly Ording

Tapio, 2015

Acrylic on canvas

25 x 21 in. (63,5 x 53,3 cm)

Qingyun Wang

Lake Merced Park, 5.27, 2012
Color Photograph

24 x 301in. (61 x 76,2 cm)
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