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1 Babak Radboy, Kobra (Stock-
holm: Sveriges Television, 2011), 
TV.

2 Reza Negarestani, Cyclonope-
dia: Complicity with Anonymous 
Materials (Melbourne: re.press, 
2008). 

3 Edward Said, Orientalism (Lon-
don: Routledge & Kegan Paul 
Ltd, 1978), 9–10. 

INTRODUCTION

“If  you look at the kind of  images 
and stories that are projected out of  the 
Middle East from the West, you would 
almost have a hard time imagining that 
anybody there ever sits down to dinner 
or does anything normal. Like it’s just 
people yelling [and] things blowing up.”1  
So said Babak Radboy, creative director 
and chief  curator of  the Bidoun Library, 
in 2012, when the Swedish cultural TV 
show Kobra asked him what Bidoun 
aimed to achieve. Bidoun is a New York–
based initiative that has produced publi-
cations, exhibitions, artist commissions, 
and other avant media since 2003. Its 
platform filled a gap in the coverage of  
Middle Eastern art and culture at a time 
when the West’s understanding of  the 
area was becoming exceedingly blurry 
due to biased media coverage. This mis-
understanding has only increased with 
the rise of  forces such as ISIS and the 
devastating Syrian Civil War. The “Mid-
dle East” is becoming more and more 
similar to the apocalyptic war-machine 
that Reza Negarestani illustrates in his 
text Cyclonopedia: Complicity with Anony-
mous Materials.2  In this theoretical-fic-
tional horror tale, Negarestani depicts a 
Middle East that has become a place in 
which horror is relentlessly heaped on 
tragedy. Even though the book is fiction-
al, this depiction is chillingly accurate, 
considering the deteriorating political 
situation in the area. 

The spike in the West’s interest in 
the politics, economies, and culture of  
the Middle East, combined with the rise 
of  Donald Trump in the United States 
and other far-right regimes in Europe, 
has more than ever made Middle East-
ern artists the subject of  exotification 
and “othering.” I use the term “othering” 
here as Edward Said did in his book 
Orientalism (1978), where the “other” 
is defined in binary opposition to the 
“self”—the “self” being the privileged 
European white male, while the “other” 
is the unprivileged non-European fe-
male: “[T]he Orient has helped to define 
Europe (or the West) as its contrasting 
image, idea, personality, experience.”3  
The exhibition Enfolding and Unfolding: 
Geometric Abstraction in Motion presents 
three artists from the Middle East who, 
like many other artists from the area, 
have suffered discrimination, exotifi-
cation, and othering because of  their 
background. The show fights this pre-
conception by allowing the artwork its 
autonomy and by encouraging the view-
er to delve into the work itself, rather 
than analyze it through a biographical 
view based on the artist’s background. 
Even though I will be discussing aspects 
of  each artist’s background in this essay, 
there will be little mention of  it in the 
actual exhibition; instead, each view-
point will be explored through the work 
itself.
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POLITICAL 
FRAMEWORK/ 

FAULTY CURATORIAL 
STRATEGIES

Like Bidoun, Enfolding and Unfolding 
presents artists who fly below the radar 
of  the usual media presentation of  
the Middle East. The artists’ work may 
sometimes relate to politics, but it is not 
explicitly political art that passersby can 
immediately grasp by looking at images 
of  refugees, borders, or weapons. In-
stead, the works are formally abstract, 
even if  they may have political readings 
and meanings when one examines them 
closely. Artists from the Middle East 
have become exoticized through the in-
stitutional appetite for political art. This 
appetite has put pressure on Middle 
Eastern artists to produce political art 
and has cornered them into their region. 

The subject of  the exoticization of  
the Orient has been widely researched 
and written on, perhaps most famously 
by Said in Orientalism, but it is especially 
important to highlight this subject now, 
when there is heightened interest in the 
area, in order to empower artists and 
allow their work its autonomy. Since 
9/11, and with US military participation 
in several wars in different countries in 
the Middle East, such as Iraq, Syria, and 
Yemen, Dina Ramadan writes, “[t]here 
has been a dramatic increase in interest 
in the Middle East and Islamic World.”4  
This shift has included an increase in the 
number of  exhibitions representing art-
ists from the area in established Western 
institutions, such as, in New York, the 

Museum of  Modern Art and the New 
Museum, and in London, the Whitecha-
pel Gallery. The increase in interest in 
Middle Eastern culture is due not only 
to Western military interventions in the 
area but also to, as Fehras Publishing 
Practices writes, “the general expansion 
of  a globalized art market; the discovery 
of  ‘Arabic modern art’ as a promising 
investment sector for private capital 
in some countries.”5  The popularity of  
Middle Eastern art is also connected 
with the rise in wealth in countries such 
as Qatar and the United Arab Emirates, 
a prosperity that has led to investment 
in museum-building and in private 
collections. 

In her essay “Imaginary Elsewhere,” 
Media Farzin discusses the representa-
tion of  contemporary Iranian artists in 
the Islamic-art section of  New York’s 
Metropolitan Museum of  Art: the few 
pieces present have only one thing in 
common, which is that they were made 
in the last two decades. “The artists 
themselves share neither generational 
concerns nor, as implied by their loca-
tion in the museum, religious referenc-
es.”6  Farzin calls this way of  exhibiting 
art the “Imaginary Elsewhere.” The 
exhibitions that fall into this category 
use a geopolitical curatorial framework 
and may have generalizing titles that in-
clude the words “Africa,” “Middle East,” 
or even “Africa and the Middle East.” This 
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8 Ramadan, “Regional Emissaries,” 
290.
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“Imaginary Elsewhere” allows the West 
to retain its identity by “othering” Mid-
dle Eastern artists, and indeed the Third 
World at large : the same argument, 
according to Farzin, applies to Africa, 
South America, and Asia. The exhibition 
But a Storm Is Blowing from Paradise: Con-
temporary Art of the Middle East and North 
Africa, held at the Guggenheim Muse-
um, New York, in the summer of  2016, 
claimed to portray not only the Middle 
East, but also North Africa through 
the work of  only seventeen artists. Of  
course this impossible task worked to 
other the artists, depriving them of  
their identity by cornering them in their 
respective regions. The exhibition also 
treated the two continents as a homoge-
neous unit.

One way in which the Middle East 
becomes the victim of  this kind of  
homogenization is through its wide-
spread use of  the Arabic language, 
which encourages a view of  the region 
as culturally unified. Yet “even though 
the language is key to understanding 
the culture,” writes Sarah Basyouny, “it 
simultaneously clarifies the nonhomo-
geneous cultural traits. The nonhomo-
geneous characteristics could partly be 
viewed as the reason behind the contin-
uous conflict in the region.”7  As much 
as it makes communication possible, in 
other words, the common language also 
enables people in the region to verbal-
ize their differences to each other in 
ultimately divisive ways. This common 
language, called Modern Standard Ar-
abic, is the language we hear on TV and 
in formal speech, political debates, and 
the like. Meanwhile the dialects of  col-
loquial Arabic in different parts of  the 
Middle East vary to such an extent that 
it can be very difficult, if  not impossible, 
for the people from different regions 
who use them to understand each other. 
A Moroccan person will not understand 
a person from Iraq if  they try to com-
municate in the dialects of  their respec-
tive countries. The evolution of  each 

country’s dialect has depended on the 
different cultures that influenced them: 
Morocco used to be a French colony and 
is located in Africa, with Spain nearby; 
Iraq is in Asia in its more recent history, 
it used to be a part of  the Ottoman Em-
pire, and after World War II it became 
part of  the British Mandate. Especially 
in the poorer economic classes, people 
may not speak Modern Standard Arabic 
and may have the local colloquial Arabic 
as their only tongue. This may seem 
obvious to many people, but the gener-
alization that takes place whenever the 
West represents the region as “the Arab 
World” undermines its cultural and 
historical diversity. This is not even to 
mention all the other languages spoken 
in the Middle East besides Arabic, such 
as Berber, Kurdish, Armenian, Manda-
ic, Shabaki, and Luri. These languages 
belong to people of  different cultures 
and ethnicities than Arabs. And as goes 
language, so go many other cultural 
components, including food, clothing, 
music, and architecture.

 In the text “Regional Emissaries,” 
Dina Ramadan states that “the opportu-
nities available [to Third World artists] 
come under the umbrella of  platforms 
with a specific geographical or ethnic 
focus, to which artists must cater if  they 
expect to be included.”8  Hence, artists 
from the “Orient” must meet the West-
ern exoticizing vision in order to be 
included in mega exhibition shows. By 
these means, Western institutions end 
up silencing the artists through objec-
tifying them as exotic ambassadors of  
their region.9  Of  course, this is not the 
intention; the institution working with 
nonwhite artists is trying to be “inclu-
sive.” Exoticization is the consequence 
anyway, when rules are implicitly set 
up for the artist to follow. Requiring 
the artist to have a geopolitical focus, 
for example, may not reflect the actual 
art scene in any particular region, but 
instead is a Western construct of  it.
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THE EXHIBITION

In reaction to the media coverage 
of  the Middle East, and to the politi-
cal focus of  the exhibitions that have 
been appearing in Western institutions, 
Enfolding and Unfolding will only deal 
with politics if  the artwork has a polit-
ical connotation, rather than forcing a 
political narrative on the art through the 
artist’s background. Moreover, the show 
will question the practice of  curatorial 
generalization and geographically based 
exhibitions in favor of  intimate shows 
that explore art through intellectual 
arguments. That is why Enfolding and 
Unfolding will only contain the works 
of  three artists, even though the theme 
could be applied to dozens, since geo-
metric abstraction is prevalent in the 
Middle East, among artists ranging 
from Dia Azzawi to Iman Issa. I intend 
the exhibition as a case study that will 
demonstrate that intimate shows allow 
the viewer a deeper understanding of  
the cultural movements of  the Middle 
East. Moreover, it will allow artists their 
own autonomy and give them a say in 
the way they are represented, with a 
focus on their work rather than on their 
biography, religion, geographical loca-
tion, or ethnicity. 

The overarching theme of  the 
exhibition is geometric abstraction, 
referencing the geometric Islamic art 
and architecture that have influenced 
the artists in the show. Samia Halaby, 

Himat, and Ghassan Ghaib were sur-
rounded by geometric abstraction in 
the different regions where they grew 
up, and at the same time they have been 
influenced by Western abstraction, 
from the geometric abstract art of  De 
Stijl and Russian Constructivism to the 
assemblage of  Robert Rauschenberg. 
This show will look at how these artists 
combine their influences from Western 
geometric abstraction with their Islamic 
heritage. This latter influence, however, 
does not indicate the artists’ religion but 
rather the culture in which they were 
brought up. They come from different 
generations, regions, and experiences, 
providing a different take on the subject 
matter. The diversity of  their works will 
thus be particularly highlighted. What 
still binds the artists together, howev-
er, is their elimination of  the rigidity 
present in Islamic art. The rigidity of  the 
star pattern is present in its tessellation; 
the star repeats indefinitely in the exact 
same shape. A childlike playfulness 
and creativity distance the works in the 
show from their Islamic-art influences. 
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10 Maymanah Farhat, Samia Hala-
by: Five Decades of Painting and 
Innovation (London: Booth-Clib-
born Editions, 2014), 8–11.
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Leonardo 39, no. 1 (2006): 38.

SAMIA HALABY

Samia Halaby was born in Jerusalem 
in 1936. In 1948, she and her family left 
Palestine because of the Nakba, when 
hundreds of thousands of Palestinian 
families were forced out of their homes 
by Zionist gangs. The family moved to 
Lebanon, but in 1951 they emigrated to 
the United States, where Halaby received 
a bachelor’s of science in design from the 
University of Cincinnati. She later re-
ceived a master of fine arts from Indiana 
University in Bloomington. Indiana Uni-
versity was influenced by the Bauhaus 
movement and some of Halaby’s own 
biggest influences became Paul Klee, 
Piet Mondrian, and Vasily Kandinsky. 
Along with Cubism and Russian Con-
structivism, these artists were an early 
inspiration for her. In 1966 she received 
a grant from the Kansas City Regional 
Council for Faculty Development to visit 
Turkey, Syria, Egypt, and Palestine in 
order to study their Islamic art and ar-
chitecture. This visit, together with the 
influences of Cubism, the Bauhaus, and 
Russian Constructivism, shaped Hal-
aby as an artist, and encouraged her to 
merge her study of Islamic thought and 
aesthetics with modern Western styles.10  

The marriage of West and East clear-
ly manifests itself in Halaby’s computer 
art, which she refers to as a reflection 
of her reality. The geometric shapes of 
De Stijl and Russian Constructivism 
live alongside the infinity and move-

ment of Islamic geometry, where we see 
patterns continuously extending. The 
relationship between the surface of the 
artwork and the information underly-
ing it is an important one to both con-
temporary abstract geometric art and 
Islamic art. The star patterns in Islamic 
art, for example—perfectly symmet-
rical and potentially endless—have as 
their underlying information the math-
ematical equations used to construct 
them (Fig. 1).11  The image visible to the 
viewer, then, is the “skin” of a structure 
based on algorithms.12 The star pattern 
would not have been possible without 
the mathematical base that ensured 
its architectural success, allowing it to 
become widespread across the Islamic 
world in different variations. In the star 
pattern we see a continuous unfolding of 
information. We find a similar process 
in Halaby’s Kinetic Paintings, in which 
information unfolds as vivid geomet-
ric patterns moving across the screen. 
What Halaby calls “kinetic paintings” 
consist in fact of software that she has 
coded. The software performs the art-
work, and is in itself the work of art: we 
see on the computer screen geometrical 
patterns that move and change in shape 
and color, creating a dramatic interplay 
among different structures. These pat-
terns differ from the patterns of Islamic 
art through the playfulness of the way 
they pop up on screen.
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For Halaby, Islamic architecture is “a 
well-organized intellect of  great beau-
ty, which in turn allows [her] to see the 
beauty of  the wilderness.”13  Consciously 
influenced by the geometric patterns in 
Islamic art, she nevertheless decided to 
go in a direction that its organization 
forbids. The playfulness of  her work 
also derives from the medium she uses 
to construct these artworks: her first 
serious attempt at coding was on the 
Commodore Amiga, a computer that 
many remember for its video games. 
Halaby chose this computer because it 
was the only one that had a large palette 
of  colors in 1985, beyond the three colors 
that Apple provided at the time. Halaby 
also programmed bleeping electronic 
sounds to accompany the fast-paced 
images on the computer, further add-
ing to the playfulness of  the automated 
software. Like the Islamic star pattern, 
the “skin” of  Halaby’s Kinetic Paintings is 
the abstract image, but the underlying 
information is the coding of  the soft-
ware. The artwork is the entire software, 
not just the image we see (see Fig. 2). 

Although Halaby’s works appear in 
major museum collections such as those 
of  the Guggenheim in New York, the 
Institut du Monde Arabe in Paris, and 
the British Museum in London, she has 
faced difficulties throughout her career 
as a female Palestinian artist, and feels 
as if  she has been “shut out from the 
mainstream.”14  Halaby did not feel her-
self  fully engaged in the art world until 
she joined the “Arab world art scene” 
alongside other artists in her position, 
not only in the United States but in Am-
man, Beirut, Damascus, and Ramallah, 
where she was met with an “overwhelm-
ingly positive” response.15  Although she 
found refuge with other Arab artists, 
this in turn led the institutions and cu-
rators interested in her work to further 
corner her in the category of  “Arab art.” 
In fact artists from the Middle East 
mostly only become interesting for the 
zWest when they label themselves “Arab 

artists,” rather than simply presenting 
their work and allowing it to speak for 
itself. Meanwhile, what shaped Halaby 
as an artist was clearly more than her 
place of  birth—it was the situation she 
was trapped in that led her to seek ref-
uge with other artists from the Middle 

Fig. 1

13 Farhat, Samia Halaby, 11.

14 Farhat, Samia Halaby, 16.

15 Ibid.,17.

Fig. 2. Coding on the Commodore Amiga
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East. What shaped Halaby, specifical-
ly in regard to her Kinetic Paintings, is 
beyond any border and state; the artist 
is exploring a technology and a medium 
that are scientific and universal.

Samia Halaby, Brass Woman, 1993. Computer program, 480 × 640 pixels.
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HIMAT MOHAMMED 
ALI

Himat Mohammed Ali was born in 
the Kurdish region of  Kirkuk, Iraq, in 
1960. Like Halaby, he has lived in exile 
for a long time, mostly in Paris, hav-
ing left Iraq in 1990. One of  his most 
influential mentors was Shakir Hassan 
Al-Said (1925–2004), an Iraqi artist 
who studied at the Institute of  Fine 
Arts, Baghdad, under Jawad Saleem, 
and at the École Nationale Supérieure 
des Beaux-Arts, Paris, under Raymond 
Legueult.16  While Himat had no formal 
education in the arts, the backgrounds 
of  these mentors highlight a combina-
tion of  abstract art from the West and 
from the Middle East. 

Calligraphy and poetry are import-
ant themes in Himat’s art. In the series 
Letters to Ishtar (2013) he commissioned 
the poets Adonis (Syria), Moham-
med Bennis (Morocco), Michel Butor 
(France), Qassim Haddad (Bahrain), 
Bernard Noël (France), Abdel-Moneim 
Ramadan (Egypt), and Saadi You-
sif  (Iraq) to create new poetry on the 
subject of  Ishtar, the ancient Mesopo-
tamian goddess of  war and love. This 
commission came in response to the 
destruction of  cultural heritage that fol-
lowed the invasion of  Iraq in 2003 and 
continues still. Some of  the first events 

in this catastrophe were the destruction 
and looting of  the National Museum of  
Iraq and the Modern Art Museum of  
Baghdad, followed by the appearance 
of  many of  the works of  art and arti-
facts from these museums on the black 
market. The car bomb that exploded in 
2007 in Mutanabbi Street, the famous 
street in the old quarter of  Baghdad that 
was filled with bookshops and outdoor 
book stalls, powerfully affected artists 
from the Middle East and beyond. These 
events triggered many artists from Iraq 
and abroad to reproduce or incorporate 
some of  the damaged or stolen artifacts 
in their work.17  Letters to Ishtar is both 
tribute and testament, forcing us to 
think about these disastrous events and 
producing new proof  of  them in both 
literary and visual form. These artworks 
serve an important documentary pur-
pose: not only were a lot of  the artworks 
held in those museums destroyed and 
looted but the archive was damaged as 
well, as a result not only of  the looting 
but of  heat when the air conditioning 
stopped for lack of  electricity. 

The poems in Letters to Ishtar are 
translated into Arabic, English, and 
French, reflecting transcontinental 
concerns over the looting of  the heritage 

16 Zainab Bahrani and Nada M. 
Shabout, Modernism and Iraq 
(New York: Columbia University, 
2009), 97.

17 Diane Duclos, “Ethnographic In-
sight on Himat’s Artistic Project 
‘Letters to Ishtar,’” Soundcloud, 
https://soundcloud.com/auis/eth-
nographic-insight-on-himats-ar-
tistic-project-letters-to-ishtar-di-
ane-duclos.
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18 Himat, Letters to Ishtar, 2013.

not only of  Iraq but of  all humanity. 
Some of  the missing pieces were from 
Uruk, the ancient Sumerian city that 
was one of  the first civilizations on 
earth. The poems are also translated by 
Himat himself  into visual art, using a 
cut-and-paste technique in which swirly 
patterns are interrupted by the cuts 
and merge back together through the 
pastes. Himat translates these poems in 
an instinctive way, creating the works as 
he thinks about the poems, embodying 
them and assembling the canvas as the 
imprint of  his thoughts. This practice 
of  depicting poetry reoccurs in his art. 
The visual translation gives the audience 
breathing room between the poems, and 
it emotionally connects people, regard-
less of  language, to the loaded artwork. 
Adonis’s poem reads,

She forgot her condition she en-
tered in the mirage of  remembrance:

 
Who was I? What was I? Where am I 
now? In what is to come? In what is 
past? In an in-between? Can he who 
crosses regain his steps? I wonder 
if  it is the identity, this question? A 
ball in the space of  transforma-
tion—A wave of  the hand and de-
parture.” I cannot say the road leads 
to us, to our wounds disclosure, 
postponed should I say, then, like the 
others: I can see in you every wom-
an? Since your love dies away you 
live in me, as if  I were nothing but 
a house for your remembrance, and 
the wind, the wind of  remembering, 
reckless in my steps, in my words.18 

This poem encapsulates the themes 
of  memory, identity, and security. The 
protagonist, like Ishtar, is displaced and 
questions the past and future. Displace-
ment often leads people to question 
their identities—what they are used to 
is consigned to the past and they have 
to build new bridges, ways, and connec-
tions. Displaced people will typically 

lead lives very different from their ear-
lier ones. Some must seek new profes-
sions to make a living, other will have to 
learn a new language. One of  the best-
known archaeological sites connected 
to Ishtar is the Ishtar Gate, one of  the 
gates into the ancient Mesopotamian 
city of  Babylon. We can see this poem as 
the question: Where will this gate lead 
us now, as the city has been looted and 
destroyed? What is the future of  Iraq’s 
cultural heritage? 
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Himat Mohammed Ali, Letters to Ishtar, 2013
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19 Ghassan Ghaib, personal com-
munication, May 16, 2016. 

20 Ibid.

Ghaib’s work Out of Place (2016) is a 
cubic structure made of  eight smaller 
cubes. One can open it up and twist it, 
creating new geometrical structures—
two cubes, four cubes, and so on—with-
out detaching them from each other. 
Ghaib worked out a mathematical meth-
od to allow this artwork to resemble 
an unfolding Rubik’s Cube. Its abstract 
surface changes as it moves, constantly 
giving it a new appearance. This visual 
playfulness contrasts with the issues 
that Ghaib raises when he speaks of  
the work: for him it is an abstract em-
bodiment of  his displacement from his 
country of  origin, hence the title of  the 
work.19  All cities, he says, have the same 
components, but they are structured 
differently; similarly, each time the cube 
moves, its fluidity allows it to become 
new, but at its core, all its possibilities 
are constructed from the same recipe. 
The movements of  the cube represent 
the various journeys of  Ghaib’s exile.

If  we view Out of Place as an archi-
tectural model, we also find ourselves 
imagining how architecture can be 
put in motion. The artist has described 
how the sunlight is always bright and 
harsh in Iraq, making the shadows of  
the buildings very distinct and black 
and creating a strong contrast between 
shadow and light.20  As the sun moves, 
we can see the city transform through 
the movements of  the architecture’s 

shadows. The strong black shadow 
is also why black recurs in his paint-
ings. In another work on view, Maabad 
(2016)—the title is the Arabic word for 
a prayer temple—Ghaib uses a map as 
an extension of  an abstract painting. 
This work is an approximately two-me-
ter-long drape of  white cloth with an 
underlying sheet of  paper. The white 
cloth is lifted in the bottom left corner 
and pinned up to reveal the mixed-me-
dia collage on the paper underlying it. 
This collage continues onto the floor as 
a book that can be folded out and laid as 
a cross with harsh geometrical shapes 
covering it. Where the cloth unveils and 
the collage begins, Ghaib incorporates 
a satellite image of  Baghdad. The map 
symbolizes the land that he has left, 
and may not be able to return to, but 
will always be carrying with him. Maps 
are abstract paintings themselves, their 
divisions and borders being constructed 
ideas that are imposed on the landscape 
and its people. If  one looks at Ghaib’s 
oeuvre, it becomes apparent that the 
French-Russian artist Nicolas de Staël 
(1914–55), an abstract landscape painter, 
is one of  Ghaib’s strongest influences. In 
both of  these artists’ works, we find the 
colors red, blue, white, and black divided 
into zones, creating borders, maps, and 
landscapes. Ghaib borrows from this 
style in order to deconstruct the mean-
ing of  a map. For him, the map of  his 

GHASSAN GHAIB
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Ghassan Ghaib, Maabad, 2017birthplace symbolizes a home, but only 
in his imagination—a leftover from the 
past. He cannot feel this land under his 
feet, but he can reconstruct it on paper. 
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In this essay, I have argued against 
a curatorial framing of  exhibitions 
through geography, which gives a false 
and West-centric view of  the Middle 
East. Why should we accept an exhibi-
tion claiming to portray the Middle East 
and North Africa? We will never be able 
to go to the Guggenheim to see an exhi-
bition on the “English-speaking world.” 
This way of  exhibiting undermines Mid-
dle Eastern artists in order to retain the 
image of  the West as the binary oppo-
sition of  the “Orient.” The deteriorating 
political climate in the Middle East has 
increased the misconception of  the area 
as the media coverage portrays a one-di-
mensional view that only makes visible 
the struggle of  war and corruption. 
While this media coverage is accurate, 
and has been met with reactions in the 
local art scene of  the region, it has led 
the West to have an increased appetite 
for explicitly political art and under-
mine artists with other concerns. This 
is made visible through the selection of  
works at exhibitions that took place in 
major museums in the West, for exam-
ple, Here and Elsewhere (2014) at the 
New Museum.

Enfolding and Unfolding is an ex-
hibition that rejects the ghettoization 
of  artists to their region by delving into 
the curatorial framework through the 
artwork, rather than the artists’ back-
ground or the current politics of  their 

origin. Nevertheless, the exhibition does 
get into these details when the artwork 
refers to these subjects. 

CONCLUSION
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