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Foreword

by Ahmed Obaid Al Qaseer, Acting Chief Executive Officer
of the Sharjah Investment and Development Authority (Shurooq)

It is our great privilege to host the exhibition “Finer: a thread ... in the swell of wandering
words. Works by Cristiana de Marchi” at Maraya Art Centre in Sharjah.

Cristiana de Marchi, known as an art professional, writer, and curator with an impressive
track record of exhibitions in the UAE and abroad, unveils here, for the first time, an insight
into her own artistic practice. Maraya Art Centre is the right platform for these kinds of
discoveries, offering the emerging and established artists the opportunity to exhibit in an
institutional context with an extensive bi-lingual artistic monograph to their name.

Cristiana de Marchi has been working with Maraya Art Centre previously as well, having
curated a solo exhibition “Rearranging the Riddle" on fellow Emirati artist Shaikha Al
Mazrou in 2020. It was also here, in the Emirate of Sharjah, where she published her first
poetry compendium “Embodying’; in collaboration with the Sharjah Art Foundation in
2016. This collection of poems was dedicated to the late Emirati pioneering artist Hassan
Sharif with whom Cristiana de Marchi worked closely since 2006 at The Flying House. She
has been part of the UAE's artistic development for the last 15 years and is recognized as
an important figure within this strong community of artists and cultural practitioners.

At present, she is a contributor and co-editor to the UAE National Pavilion catalogue for
the Venice Biennale 2022 and she has also recently been shortlisted for the Richard Mille
Prize at the Louvre Abu Dhabi.

It is furthermore our great privilege to display the work “White World" in this exhibition, on
loan from the collection of Her Highness Sheikha Salama bint Hamdan Al Nahyan in Abu
Dhabi. The Sheikha Salama Bint Hamdan Foundation, with its aim to invest strategically
in the areas of Art, Culture and Heritage, has also given the opportunity to Cristiana de
Marchi to be a graduate fellow from the SEAF programme, in 2018. The displayed artwork
constitutes an important piece in the artist's practice and, at the same time, stands for her
deep engagement with global issues. The piece shows a fragmented, yet interconnected
map of the world, with the neutralizing color white, blurring borders, and showing a global
message of peaceful coexistence and cooperation.

In this spirit, the work of Cristiana de Marchi stands symbolically for deeper
interconnecting issues that relate us all with each other, regardless of national
backgrounds and cultures.

Art is a tool that enables communication and understanding between individuals and
entire societies and is a vital part of any community.

The Sharjah Investment and Development Authority (Shurooq) promotes social, cultural,
economic, and environmental development in Sharjah and supports artists residing in
the United Arab Emirates. Our non-profit art space in Al Qasba, Maraya Art Centre, has
always contributed to this mission by promoting artists from both the Arab region and the
international art scene and giving them the right platform to show their works.

We are grateful for the recognition and support of the Embassy of Italy and H.E. Nicola
Lener, Ambassador of the Republic of Italy to the United Arab Emirates, to contribute
to this monograph. We are united in our core belief to support artistic and cultural
collaborations in the United Arab Emirates and to continue fostering cross-cultural
dialogue between our two countries.
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Foreword
by H.E. Nicola Lener, Ambassador of the Republic of Italy to the United Arab Emirates

Knowing that the work of an Italian artist is showcased by museums or galleries in this
country is a momentous occasion for the Italian Embassy and for all local Italian residents.
This is even more gratifying in the case of a female artist, given the overwhelming Italian
(and universal) recognition attributed to male artists. In the past Botticelli, Leonardo,
Michelangelo, Raphael or Titian reigned supreme, whereas scarce consideration was
spent on the contemporary works of Lavinia Fontana or Artemisia Gentileschi. The

same happens when reviewing artists of more recent time. One needs only citing further
prominent examples of male artists such as Giacomo Balla, Carlo Carra or Piero Manzoni,
and later Valerio Adami, Mimmo Paladino or Maurizio Cattelan, much more widely
featured than their equally talented female colleagues.

Cristiana de Marchi's work is the result of a nuanced sensibility. Her multi-cultural
upbringing, between Italy and the Middle East, enriches her voice. Furthermore, her
engagement with the tactile is so refreshing, compared to the alternative ubiquitous
visual approach to art.

Her beautiful work stems from embroidery and knitwear, to then move beyond, into
exploring braille, encouraging the viewer to approach it and finally inviting contact

with one's fingers. In this manner, her work both challenges and refines the visuo-tactile
intellect of the observer. These are the elements that recall Italian Futurism, the most
interesting European avant-garde movement of the last century, because of its conceptual
and visual synthesis and its intrinsic playfulness.

It was most probably a woman, Benedetta Cappa, wife of Filippo Tommaso Marinetti, the
noted author of the Manifesto of Futurism (1909), who inspired the successive Manifesto
of Tactilism (1921) or the ‘art of touching' in which the skin acts as a conductor of thought.

Precisely through the skin, “the confused phenomena of desire and thought are localized
on different points of the body and particularly on the palms of the hands”. After all,
non-verbal communication exchanged through the body’s physical contact, and more
generally a discerning use of tactility as a form of expression, characterize the historically
feminine task of infant care, weaving and needlework.

The Futurists devised ‘geo-tactile tables; including the famous ‘Sudan-Paris! This table
contained, for Africa, spongy cloth, sponge, sandpaper, wool, brush, iron brush, all “rough,
pungent, burning tactile values”; to represent the Sea they used “slippery, metallic,
refreshing values”; for Paris, they used silk, velvet, feathers, down, all “soft, delicate values,
warm and cold at the same time”

One could consider the magnificent geographical works by Cristiana de Marchi, ranging
from White-MENASA (2013) to White Cities (2015-2016), Nostrum Mare (2019), and to the
most colorful Possible Worlds (2014), as being salient, refined and delicate heirs of these
tables, which intriguingly appeal to both the visual and tactile orders.

Besides the Futurists, these works evoke the intellectual contribution of another woman,
the great Italian pedagogue and promoter of multi-sensory education for children, Maria
Montessori (1870-1952), who is acknowledged here in the Emirates, in Abu Dhabi. It is not
a coincidence that Benedetta Cappa Marinetti used tactile education in her pedagogy, as
taught by Maria Montessori.

Finally, the works of de Marchi, though definitely original, can be also connected to

Bruno Munari (1907-1998), an eclectic artist also within the group of Futurists, who created
numerous tactile tables in addition to his “pre-books” for children, or “illegible books',

that omitted writing but included tactile, sound, and thermal stimuli.

It is therefore with great joy and admiration that we greet this exhibition of Cristiana de
Marchi, who adds her original contribution to a remarkable and original chapter within
the wider history of Italian art.
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Introduction
by Dr. Nina Heydemann, Director of Maraya Art Centre and 1971 - Design Space

Paul Celan: Speak, you too

Published in Paul Celan'’s collection of poems “From Threshold to Threshold’, 1955

Speak, you too,
speak as the last one,
have your say.

Speak --

But do not separate the no from the yes.
Give your saying also meaning:

give it its shadow.

Give it enough shadow,

give it as much

as you know to be parceled out between
midnight and midday and midnight.

Look around:

see how alive it gets all around --
At death! Alive!

Speaks true, who speaks shadows.

But now the place shrinks, on which you stand
Whereto now, shadow-stripped one, whereto?
Climb. Feel yourself upwards.

Thinner you become, unrecognizable, finer!

Finer: a thread

along which it wants to descend, the star:

to swim down below, below

where he sees himself swimming: in the swell
of wandering words.

Paul Celan’s poem “Speak, you too" addresses the inability to speak after a traumatic
event, such as, in the case of the Romanian-born German-language poet and
translator Celan (1920-1970), experiencing the terror of the Holocaust as a young
man, who was coming of age in his poetic work during this time. Is poetry still
possible after Auschwitz, or, as the German sociologist and philosopher Theodor
Adorno critically remarked in 1949, is it "barbaric”? Is the strength for any expression
still there and if so, how can it possibly grasp the unimaginable? Perhaps there is
simply silence as the only form of response.

Celan’s poem was part of a compendium of poems published in 1955, 13 years after
his parents were taken from their home in Romania and sent to an internment camp
in Trannistria Governorate, where they were killed. Celan himself, who was not at
home on that fateful day and had earlier hoped to convince his parents to leave their
home country, was imprisoned from 1942 until 1944 in a labor camp which he barely
survived himself.

Celan's literary work is often seen within the context of “survivor guilt’, a post
traumatic experience of having survived, regardless if there was anything that could
have been done or not. But essentially, this particular poem “Speak, you too” marks
a call for action, a last hope that expression is still possible, even if it requires an
existential belief that recovery can happen only through creation.

The poem makes use of metaphors that juxtapose contrasting pairs: yes and

no, midday and midnight, death and life, climbing and falling, appearing and
disappearing - ‘a swimming star’ or ‘a thread along which it wants to descend,

the star: Celan's language keeps moving upwards and downwards, somewhat
transcending from the actual world to the underworld, from an initial encouragement
to speak again to an eventual fall into language, in the “swell of wandering words".
Paul Celan’s poem is essentially an observation of the human ability to create and
regenerate after a traumatic event, with a certain hopefulness that not all is lost yet.
In the poem, not once is there a direct reference to historical circumstances made -
but all is implied.

I have wondered how Italian-Lebanese artist Cristiana de Marchi may have felt
inspired by this poem to choose it as her exhibition title. Apart from the obvious
correlation of her manual work with threads as her main material and the tedious
task of pulling a thread upwards and downwards from its supporting surface there is
also a parallel in the artist's chosen subject matters. Rising and falling, creating and
destroying lie as much in the human nature as in any other part of the existence of
the universe. Every being on this earth is dealt a certain set of cards when we first
come into existence and it is our passage of life that makes us endure this constant
struggle, with its most glorious heights as well as its darkest lows.

Maybe Celan's lyrical subtleties and their undeniable clarity of expression connect
his poetry with Cristiana de Marchi's practice. As if stitching her verbal thoughts into
visual imagery, methodically planned and systematically executed, the artist uses

a handicraft that comes across as an initially underestimated but eventually highly
convincing, evocative medium. Working with threads, needles and various surfaces,
from objects to canvases up to entire stone walls, her stitched practice embodies
lows and highs by its very nature. Many things come to the forefront when looking
at her works - quite literally, they lay on different levels of elevation, stitching on the
canvas and leaving the canvas bear like a negative space, as if her works had been
artfully embossed by hand. In both cases, visual information is given, be it through
the presence of the stitch or its absence.

Many other levels of elevation refer to the bird's eye view of her topics - from looking
into the celestial heights with her works that allude to the stars and the clouds to
plunging down onto planet earth with its various maps of countries, cities and bodies
of water. All these works play yet again on different levels of perspective. Detailed
views on what defines geographical borders, nationhood, time zones, passports,
newspapers and down to the most elemental building blocks of communication,
individual letters of the alphabet, are addressed in the artist's complex practice.
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Her choice of topics is equal to her technique - incredibly methodical and almost
clinically observational. At the same time, unsettling content lies just beneath the
surface, only to be revealed after closer inspection. Cristiana de Marchi's works also
stem from a truly felt plea for equality and justice. Principled and committed to moral
accountability, they address fundamental human rights, laws of different countries
and the circumstances under which these are given. Her active engagement in
fighting for the rights of marginalized and vulnerable parts of society show a heartfelt
solidarity and conscience for others. The artist’s works also look at instances when
these rights are taken away. Experiencing what freedom means only happens when
freedom is denied - very much what Paul Celan and many others had to suffer
through. Cristiana de Marchi's works give ample evidence thereof, for example, her
newly created, labour intense knitted piece approximating a 6.5 meter high wall, and,
as its extreme counterpart, the 2 x 2 m smallest reported size of a prison cell. Just
two examples of her exploration of spatial freedom and its denial.

Having said this, not all is heavy and dark in the work on display here. Many of the
artist’s pieces show a more light hearted, humorous and even playful side, especially
when common household objects, sayings and relatable things are being addressed.
In her works that incorporate games like the domino pieces, card games, bowling
balls or pairs of dice, the factors of chance, coincidence and probability are taken
into account. Identity, nationality, ethnicity and other affiliations are already pre-
determined by birth, but can change as we progress in life.

The artist’s works are unique and sensitive, driven by a high degree of discipline,
precision and determination. They stem from an intellectual mindset that is deeply
reflective of what surrounds us and how we are responsible for creating these
conditions. They also talk about effort in the best sense of the word - efforts to build
a better tomorrow with the tools of today. Be this for entire nations, segments of
society or the smallest family unit.

Cristiana de Marchi has given her voice a visual expression that speaks of endurance
on all levels. Never tired of putting herself under strenuous efforts of physical work
and succumbing herself to countless hours of stitching and knitting, the process

of suffering forms almost part of every piece. The same way as Celan is describing
silence as an active expression, not a passive one, Cristiana de Marchi's artworks are
a silent call to action, by elegantly showing the need for change in what is observed.

When | asked Cristiana what her next steps would be in her artistic development,
she mentioned an interest towards total abstraction. Departing from her figurative
works - though already very minimal in their nature - towards abstraction could
possibly become the most adequate way to convey the inexpressible. No words, just
silence - no figures, just absence.

Paul Celan had to deal with his survival in light of his parents’ death and did not have
the "mercy of a late birth” as the German chancellor Helmut Kohl once expressed

in 1984. It haunted him all his life, but also made him who he became, one of the
arguably greatest European poets of the Post War Era.

In his acceptance speech on the occasion of receiving the Literature Prize of the Free
Hanseatic City of Bremen in 1958, Celan commented on ‘The Effect of Auschwitz on
Language”

"It, the language, remained, not lost, yes, in spite of everything. But it had to pass
through its own answerlessness, pass through frightful muting, pass through the
thousand darknesses of deathbringing speech. It passed through and gave back
no words for that which happened; yet it passed through this happening. Passed
through and could come to light again, ‘enriched’ by all this."
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Finer: A thread. . .in the swell of wandering words
Works by Cristiana de Marchi

by Cima Azzam, Curator at Maraya Art Centre

Hand-made, stitched artworks spread across the gallery space, unveiling

clusters of predominantly monochromatic planes. Some recognisable geographical
configurations alternate with embroidered representations of fragmented forms,
shapes and words. Cristiana de Marchi uses a needle and thread to explore socially
relevant themes that have a global message about geographical borders, national
identities and human-made confinements.

This exhibition marks Cristiana de Marchi’s first institutional solo presentation in the
Middle East, showcasing nearly 200 embroidered works on various mediums. The
title lends itself to a compilation of verses from German-Romanian poet Paul Celan’s
poem Sprich Auch Du (Speak, You Too), published in 1955. Celan emphasises the
power of speech and using one's voice, a call for action despite the bleakness of
hope, leaving us to question what is lost when words are wasted? And who profits
when words are saved? For this show, de Marchi uses the ‘borrowed’ verses as an
agency of hope for change in a world that is aware of its shortcomings but united in
its desire to better current political, societal and individual circumstances.

The exhibition maps the journey of de Marchi's voice, translating her questioning
mind into visual entwinements. De Marchi's use of embroidery, a medium in itself
categorised as a domestic and feminine craft that requires obedience and discipline
to perfect, embodies the very nature of her artworks. The extensive process of
long and systematic hours sewing and knitting onto canvas, household objects,
personal belongings, and other surfaces to interlace a verbal dialogue as a form of
intervention into the physical realm that is not only heard but seen. Through this,
de Marchi confronts us with affairs that are collectively global: identity, belonging,
borders, language and those negative spaces in between the embroidered forms
brought forward, cutting away all that is superfluous, focusing on the finer details—
a thread... in the swell of wandering words.

As we approach the seemingly delicate artworks in the space, the heaviness of the
visual context starts to weigh in. The immensity of the monochromatic embroidered
work begins to unfold as we turn every corner. Elevations and scales fluctuate
throughout; the use of muted tones and soft surfaces are gentle and quiet at first,
drawing the viewer closer to investigate the ever-calculated stitches. Each thread is
carefully interlaced with intent before confronting us with their powerful underlying
messages echoing in the void.

The gallery space accentuates de Marchi's concepts, emphasising the momentum
of the artwork. The room splits from airy, seeping with natural light, to a darker area
through a narrow path in the middle of the gallery. In between are two works, yin
and yang of two extremes, standing across from each other. The shift addresses
the correlation between the two works - confinement of space playing in opposing
ways. On the one hand, a 2 x 2 meter white knitted piece is confined inside a

frame surrounded by walls, completely segregating it from the rest of the works,
symbolising the dimensions of some of the smallest publicly documented prison

cells across the world. On the other hand, facing it, a large scale knitted black plane,
measuring more than six meters in length, approximating the height of border walls
that mark the line between one territory and the next, is suspended. These two
pieces stand for opposite extremes, one addressing an individual's loss of personal
space as a form of punishment, whilst the other represents the limitation of territory
in geopolitical confinements of entire countries.

These two contrary forces may be complementary, interconnected, and
interdependent; both stem from concepts limiting the freedom of movement and
what we deem suitable for both punishments and protection. Like many of Cristiana
de Marchi's works, the simplicity of the medium, concepts, and execution is void of
expendable elements. The artworks themselves lay bare the basics of what it means
to be human, straightforwardly using subtle and unassuming materials. Others lure
the viewer to look up to moving trails of those who have crossed borders searching
for a home in between, a space to redefine attachments far beyond the traced lines
that were preassigned.

In the end, the journey leaves the viewer witnessing the fall of a monument,
reminding us of the individual's ability to rise, and the possibility of recovery after
destruction. Speak, you too.

The Echo of the Void | Lettere dal Carcere. Hand knitted wool stretched on board, 200 x 200 cm. Chromogenic
prints on Hahnemuhle paper, 56 x 67.5 cm each, a set of 7
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At the edge of all that we do not know:
Textile Methods in the Works of Cristiana de Marchi

by Jill Magi
Artist, poet, and Associate Arts Professor, New York University Abu Dhabi

Which of the forms of survival

spread through my body’s transformations
straight to the as yet unknown  All that
we do not know  That alone determines
the significance of our knowledge.

-Goran Sonnevi, from his poem “Burge, Oja; 1989”

The Ambiguity of Seeing, of Textile

Approaching Cristiana de Marchi's works from a distance, | wonder “what is there to
see?” | adjust my expectations as | come in closer. And, like the excerpt from Goéran Sonnevi's
poem that begins this essay, these bodily transformations—my squinting, my movement in the
space—determine something about the work and what it means.

What is a sign if it is not bold, if it is not easy to read? What are we supposed to know?

Drawing in closer to de Marchi's works, slight differences emerge. As if it is dawn, | begin
to see. There are map-like shapes, some text, other codes like braille and possibly designs for
flags. Now | am aware that this is not an exhibition in the same lineage as the monochrome
or minimalism's quest for purification. Complicating any easy sense of sight, and complicating
the idea that removing contrast from the picture plane brings us closer to absolutes, de Marchi
treats language, decoding, and symbolism with ambivalence. Ambiguities: heightened. This
opacity is magnified in de Marchi's work by another ambiguity: textile.

“Textile is an ambiguous concept. It is material, it is concept, it is language, it is metaphor,’
writes Catherine Dormor in A Philosophy of Textile: Between Practice and Theory. Textile shuttles
between so many binaries: Is it two-dimensional or three? Is it text or image? Is it pliable or stiff?
Is it a seam or a line? Has it been worked by hand or machine? Is it for use or for decoration?
The failure of textile to land easily on one side or the other leads us to question the binaries
themselves. Textile, in its restlessness, has this power.

A Focus on Method

Because | think Cristiana's exhibition demands it, | want to go beyond what | consider a
well-worn path that aims to recover textiles from outsider or feminized status in the arts. True or
not, important point to make or not, this essay moves beyond those claims because de Marchi's
chosen medium is inseperable from what the works communicate. The complex commentaries
here performed, thematically, are met by the equally complex method of textile also performed:
a medium at home being not quite this, not quite that.

First, an anecdoate about materials and embodied knowledge:

The contemporary painter Amy Sillman once gave a talk on color. In an argument that
was built around the impossibility of making a theory of color, she explained that many painters
would know that red paint weighs more than other colors. Indeed, | do think that painting with
red can make a work “heavy” in ways that make it impossible to disentangle the figurative from
the literal and the physical.

I retell this anecdote because | want to say that when you have held thread, needle, and
fabric, and when you have held knitting needles and yarn, you know some important things
about de Marchi's works. What if you have never worked with these materials and tools? By

way of answering this question, this essay will zoom in quite closely to the choices de Marchi
has made, methods that marry seemingly small stitching gestures with geo-political forces and
ideologies.

A Feeling for Information

When | consider tactility, | also think of Edmund de Waal's work with ceramic vessels—
and though his installations are not to be touched, he believes that the touch of the hand and
the knowledge of the feeling of the pottery does not go away even in the gallery context of actual
untouchability.

But textile works can go even further.

Whereas any person might not actually know the feeling of clay if they have never thrown
a pot, when we approach a textile work, we in fact do have tremendous sensory knowledge

:

After the Rain, 2010

20 porcelain vessels in 2 white cabinets

40 X 56 x 10 cm

© Edmund de Waal. Courtesy of the artist and private collector.
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literally at our fingertips because textiles are part of our everyday lives. We may even be wearing,
at the very moment of our presence in exhibition space, a cloth that resembles what we are
looking at. Therefore the feel, what textile practitioners call “the hand” of the cloth on exhibit may
be well known to us whether or not we have worked with textile.

By removing color to mark boundary or edge, many of de Marchi's works heighten tactility.
I am reminded of the powerful work by Lala Rukh, “Mirror Image 1, 2, 3" where, at a distance, the
work appears to be blackened paper—a monochromatic minimalism. Moving closer, shifting the
angle of viewing even slightly, the contours of newspaper fonts and images become visible—
slipping in and out of “readable” and yet, in our looking, we have access to that fragile feeling of
newspaper. These works were made in response to the destruction of the Babri Masjid in India
in 1992, an event whose political violence resounds in the contemporary. Even if this work is the
document of an act of personal catharsis, its politics are not subsumed by the personal and in
blackening out the spectacle, Rukh invites us to look and feel more closely. In a related series to
which “Nightscape I: a, b, ¢, d, " (2011), pictured here, belongs, Rukh levels out difference even
further where like upon like is layered—slight pencil marks are placed upon carbon sheets—so
that the difference between mark and context comes through only as the viewer moves and the
angle of reflection shifts with the light. In what seems to be a deep withdrawal into blackness
or nothing-ness on the part of the artist, Rukh’s lines of are like tiny breaths, sequences of slight
breakthrough, murmurs of knowing and of life made all the more potent because they are so
slight.

I love thinking about de Waal, Rukh, and de Marchi in conversation—a kind of conference
of particular minimalists who reach into political, social, and domestic space. Hardly an art
of detachment or art for art's sake. Rukh and de Marchi's works in particular communicate
extreme doubt in reportage, maps, borders. Together with de Waal they engage the humble and
everyday—cup, newspaper, cloth. A monochromatic art where edges are to be felt, experienced.
All while sight is radically challenged.

1. Nightscape I a,b,c,d,e, 2011.
Graphite on carbon paper.
26.67 x 20.32 cm (each)

2. Nightscape I: a (detail)
3. Nightscape I: b (detail)
4. Nightscape I: c (detail)
5. Nightscape I: d (detail)
6. Nightscape I: e (detail)
Images courtesy of the
Estate of Lala Rukh and
Grey Noise, Dubai.

What is embroidery?

We may have a broad lexicon when it comes to the application of paint on surfaces—
referring to paint applied with a brush, or we use words like “stain, drip, stencil, stamp, spray.’
Not all treatments of paint are alike.

Not all embroidery is the same and especially in de Marchi's works, this also matters.

Embroidery is an umbrella term for embellishing (usually) cloth surfaces with extra thread
that is not woven into the substrate, but added after cloth is woven. The embroiderer moves the
needle through the surface and comes back the other side, determining the shape and type of
stitch.

In English, the etymology of the word “embroider” is from “em” or “in," and from “broider,’
to braid, knit, plait, or twist together. But follow the Latinate root for the word “embroider,’ and
not surprisingly we are lead to Arabic and the root word “to trace, write, to mark, to punctuate, to
encipher” Both roots tell a story, but it is the Arabic root that is concerned with surface, memory,
and the missing. A “trace” indicates the remains of an action—and in this case, what is seen is
just one half of the complete stitch.

Needlepoint refers to the kind of embroidered embellishment that is usually based on
free-flowing shapes, where the needle goes up and down making a design that might be curved,
straight, and the kinds of needlepoint stitches that may be used have a great variety. They may
be small knots, they may stretch out across a surface area like “satin stitch,” or somewhat loose
threads are “couched” or tacked down to the surface here and there to create a pattern or line
from the somewhat loose string. In this kind of embroidery, the work is not necessarily bound by
the weave of the substrate; needlepoint practitioners puncture the surface and bring the needle
up where they need to in order to make the desired stitch.

Counted cross-stich, on the other hand, is quite different where the stitch length finds
its basis in the dimensions of the warp and weft threads themselves—the stitch is bounded
by that little open space where two threads of woven cloth meet. Cross-stitch, tied the grid of

Lala Rukh
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the substrate where it capitalizes on the substrate’s permeability, can appear quite pixelated,
geometric. The edges of a cross-stitched line shift incrementally.
This is Cristiana de Marchi's method—and, as | discuss here, her method matters.

Light and the Angle of Looking

Textiles—as pliable and composite surfaces—send back light to viewers. Some textile
practices enhance this shimmer: the metallic threads at the borders of the Kanchipurum sari,
where the saris themselves are often woven with slightly contrasting silk warp and weft threads
to maximize shimmer; traditional shisha or mirror work; the whitework embroidery of wedding
gowns in some contexts; the monochrome embroidery on many ecclesiastical textiles; the
barong from the Philippines, traditionally made of pifia cloth with intricate embroidery down
its length. Especially in monochromatic work, the stitch provides information that travels on the
light: a third space between the textile as object and the subject-viewer.

Silk and the widely available polyester-cotton blend embroidery floss send light back
quite actively to the viewer. In contrast, de Marchi’s choice of cotton thread absorbs light and
what it reflects is subtle, minimal. Add to this her monochrome compositions and what is then
required is to search for the light—to get the angle right. The potential for light to refract is
present but at the register of a whisper. Moving in order to see, difference in the works' surfaces
emerge, shapes become legible and if we look closely, we find that subtle differences are there
only because de Marchi has altered the directionality of the stitch. If one area’s stitch heads off to
the right, another sequence, nearby, might be angled to the left. | can't think of a more poignant
example of viscerally felt relativity: the angle of the information and the viewer determines what
is seen.

All the while, light is a conduit that enlivens the space between. This complicates
traditional subject-object relations beautifully. Both object and viewer reach for this light,
activating the space between not as abyss or gap, but filled with energy available to both. |
hesitate to reduce de Marchi'’s art to such a simple sentiment as hope, but when | meditate on
this aspect of the work, | feel a connection to a resource that is available to those of us who are
sighted: the constancy of daily light and our inevitable search for it.

What is knitting?

Knitting is the intricate knotting of string so that a surface is formed. It requires at least
two needles, and usually the length of the needles determine the width of the knit piece. And
so, as Gilles Deleuze and Felix Guattari point out in their essay on textile as model for lived
space, “1440: the smooth and the striated,’ we can say that knitting is “striated.” A woven cloth
is also striated, bound by intersection of warp and weft, and by the width of the loom, versus a
felted work which can continue on in any direction and is not bounded by the tools that make
it. Deleuze and Guattari posit that we occupy both smooth and striated space, where striated
space is the space of the law, maps, logic. They suggest that smooth space is nomadic, poetic,
unbound by limited tools and traditions. What is important, they suggest, is not to choose one
space or the other, but to live knowing that we need both spaces and in fact the properties of
one space determine the possibility and the need for the other.

Though striated, a knit piece is unlike woven cloth because it is a looser surface; there is
air inside each stitch—it is almost “smooth space” inside striation. This is why a knit hat or sweater
is warm: it traps our own body heat within the space of its knots. Gottfried Semper, architect
and theorist of the 19th century, explained the relationship between textile and architecture,
beginning with a discussion of the plaiting and braiding of hair as a first kind of “shelter” of the
body. And these practices lead to knitting. Of course, woven and felted walls comprise tents and
yurts: homes that are made of textile.

This brings us to de Marchi's “Wall"—a knit work, long and heavy, in black thread, it is
full of weight. It has given in to gravity and lost its armature. | find this a profound recognition of
the permeability of built structures. Thinking of one of modernity’s ultimate disasters, the border
wall, de Marchi's piece reminds us that even that - what the state constructs in order to divide
or contain - can indeed come down. In fact, of its fall, of its fact of future ruin, we can be sure.

Consider the making of this piece.

In order to achieve this width, de Marchi’s knitting needles were connected by a long
flexible cord so that the cloth being knit fell between her hands as she knitted. Looking at the
work, it is not difficult to imagine the awkward weight and presence of such a large and growing
piece. And unlike so many other works of textile where the practitioner may be peripatetic—
textiles travel well, after all -“Wall" must have bound de Marchi to her studio, restricting her
movements in its enormity.

Is this piece a surface or is it a sculpture? Is it fluid or solid? Is it portable or fixed?

De Marchi's “Wall” communicates something remarkable: every wall asks us to imagine
its other: gravity. A wall is always made with its collapse and its impermanence in mind. De
Marchi's work here expresses the permeability of built structures even as they ask us to obey its
boundaries, its blockade.

What is an edge?

In Line: A Brief History Tim Ingold posits, “Once the trace of a continuous gesture, the
line has been fragmented—under the sway of modernity—into a succession of points or dots.’
Ingold's project is to intervene into modernity’s representation of place that would make it too
solid and eclipse the meander and the fact that its inhabitants have always, to some extent,
moved through. He challenges the modern sense that the point of arrival is more important than
the wayfaring that brings us to a place and eventually moves us or some of our kin beyond.

With this mind, de Marchi's lines become more complicated, where the point or dot is
much more than it seems. We know that the thread that has made each stitch in de Marchi's
works continues underneath the substrate in order to emerge again into the next counted-off
space between warp and weft.

So, on the surface, de Marchi's line looks fragmented—like a collection of marks that are
not connected, jagged, filled with notches and made of singular points. Yet below, underneath, in
the hidden space, that same thread of the point continues. Though it seems to have popped up
into territory to make another visible point or dot and then disappeared as if cut off, in fact, the
thread is still whole. De Marchi's line threads through. Working blind and through feel, and unlike
a brush stroke or pen mark that must raise itself from the surface in order to create a dot or point,
the embroiderer guides a strand of thread through and under into invisibility only to reemerge.

Turning back to Deleuze and Guattari's textile models, they propose that embroidery’s
embellishments are too diverse and complex to adhere to categories of smooth or striated. What
kind of model for lived space does embroidery provide us with?

Importantly, and as de Marchi shows us, embroidery-as-method insists on the underneath,
the hidden, the below. It is messy there; it is necessary. The fact of the back of embroidered work
is, | believe, the key to de Marchi's maps. What we are supposed to see constitutes only one half
of the whole of a place. Modernity's line, obsessed with fixing a place as a point on a map, is
subverted by the insistent line-making of embroidery. In embroidery, the dot or place is a place
to pass through on the way to somewhere else. | think Ingold would agree that an embroidered
point is a much more accurate idea of location, belonging, of place being fluid and in fact made
by that fluidity despite discourses of fixity. And maybe Deleuze and Guattari would agree that
it is embroidery-as-action that moves us back and forth between smooth and striated spaces.
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Archeology and the Profile Gauge

Cristiana de Marchi is a trained archeologist, and as an archeologist she made drawings
of pottery. Because most unearthed objects are partial, drawings can convey more than a photo,
more than writing according to the discipline's practitioners. Whether or not such drawings
convey beauty is incidental. And | believe this corresponds with Cristiana’s works, where the
pursuit of representation in light of given information is the quest; it's not about imaginative or
expressive gestures.

But the archeology in de Marchi's works goes further, | believe. Archeological drawings
of objects render their edges, capturing the inside cross-section of the object in the very same
drawing that captures the outside view. Such drawings are usually split down the center, with the
information on the left indicating the thickness of the vessel's walls, and the information on the
right indicating the vessel’s exterior marks. To draw the outside of a vessel, a practitioner may
use a tool also used by woodworkers: the profile gauge. This amazing tool has a sequence of
flexible “teeth,’ like a comb, and when pressed against a three-dimensional surface, the teeth of
the gauge get pushed in to replicate the shape. When the gauge is pulled away, the pattern of the
profile remains. This impression in the gauge then becomes the guide for rendering the outline
shape of the vessel. This line, made in three-dimensional space and preserved by the gauge until
the gauge is reset, is actually pixelated, each bit of surface—from the teeth-like protrusions—
needs to be connected in the archeologist's hands order to make a smooth and continuous line.

There are parallels between this and de Marchi's embroideries. To make her work, she
meticulously counts out the code to create the edge or line that she will then fill in. Each cross-
stitch has a number that correlates to the curve of the edge being rendered—but a smooth curve
is impossible because of the nature of the stitch. The stitched line, too, is pixelated.

The line's dubious accuracy is apparent in de Marchi's works—and yet the imprecise
profile lines are performed by acts of meticulous counting. This push-pull between approximate
and precise, where carefully constructed representations are obviously representations
nonetheless, is constant in her work. This overlays, of course, onto her content: the imagined
borders of identity, rights, and what we think we know.

Another kind of archeological drawing is present as well: the territory-marking practice
of placing a grid upon a space in order to facilitate investigation. This practice is linked to her
artwork. To make the sequence “White World," Cristiana draws, by hand, a precise grid atop a
map compiled from an atlas book. From this work she turns the visual into code: a sequence of
numbers that tell her where the outline stitch should appear.

Similarly, in “Black (Convention Relating to the Status of Refugees),” where she translates
the words of the declaration into braille, Cristiana came up with a numbered code to guide her
stitching and the work’s composition. This makes the abstract nature of the source material even
more abstract; and yet, at the same time, more precise. Yet the precision of numbers or a grid
does not make the territory more real or the words any more effective.

And so we are reminded how irrationally rational precision—another fact of modernity—
does not provide redress and it may do little to recover the unseen. | can think of hardly any better
critique of bureaucracy’s capacity to squelch true relational ethics than the quiet insistence of
these works.

Difficulty and the Body Transformed

The difficulty of this work—its labor—is apparent: there is evidence of slow, repetitive
action. There is the weight of the yarn. Everyone who works in textiles knows that the hands
can get taxed, sore, strained. The scale of the stitch is small—it is “close” work, so there must
be strain on the eyes. And yet the stitching continues. Perhaps de Marchi uses her projects to
organize her observations of a world that keeps tipping toward violence.

But it is incorrect to think of violence as negative only; it is a central element in
transformation, life-giving, and creativity. This is one of the most beautiful realizations | had in
response to de Marchi's work. When she showed me her intensely ornate hand-drawn grids
whose squares are just .35 cm apart, she commented "l do this by hand to make it more painful!”
and we both laughed; it was a moment of recognition. That so often the arts of textile ask bodies
to perform that which seems impossible.

Coming full circle back to the Sonnevi excerpt—a poem that features him looking warily
out across the sea, toward the Baltics at a time when they are attempting to declare that they are
free but sovereignty is never permanent or truly knowable: this impossibility, viscerally felt, is a
reminder that knowledge is not neutral. Places are not stable. In looking, we rely on the energy
between us and the object of our gaze. There is always an underneath. Yet making sense amid
and with these complications, entanglements, and opacities, as de Marchi's artworks testify, is a
labor of our collective transformation and survival.
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Constant Threads

Cristiana de Marchi in conversation with Nadine Khalil on the nuances of language,
irreconcilable geographies, and performing through embroidery

During a recent studio visit with Cristiana de Marchi, she explained to me about her research
on maritime borders. Her work Nostrum Mare (2019, p110) features the Mediterranean’s territorial
waters, in which the land becomes negative space and the water positive - the title of the work
also represents a reversal of meaning with political ramifications. These white embroideries on
white canvas shimmer with the light - the sea extruded, appearing solid and the land empty like
fluid. For her newest work at Maraya Art Centre, she has made 138,586 knots for Monument to the
Fallen Wall (2021-2022, p. 146), a structure that references solidity while it takes a malleable form,
akin to a black river of textile. Within its collapse, its anti-monumental horizontality, there is the
profound sense of motion, duration and density, which are constant threads in de Marchi's work.
In her attempts to unstraighten borders and break down walls, there is an interrogation of rigidity,
demarcations and constraint. Here we talk about how she traces a certain unfixity in maps, letters,

White World (2013-2014) also
replicates the world map but in a less
legible format since it's both modular in
form and white-on-white.

In White World my interest was more
in appropriating the right of redefining
the divisions of the world into regions.

So for example, Asia is partitioned in
atypical ways. It's about questioning forms
of representation and uniformity. This

is something I've been working on for a
long time, the act of dividing and putting
segments back together in ways that don't
allow for the harmonious representation of
the whole but rather tackle discontinuities
and disconnections.

| work on the connection between
aesthetics and politics and the arabesque
motifs allowed me to investigate that in a
regionally specific way. | first studied the
ways arabesques are formed and | started
tracing the silhouettes of the GCC countries,
rotating them to compose patterns,
which can both be read immediately as a
decorative motif if you aren’t familiar with
the geography of the Gulf, or as shapes
of the countries, which are replicated to
play with the concept of orientation. By
reorienting the shapes, it's a provocative
approach that can also be interpreted as a
beautification of nationhood.

In general, are you saying borders

and the spaces in between.

Nadine Khalil: The title of your
exhibition, Finer: a thread...in the swell
of wandering words, excerpted from the
poem Speak, you too by Paul Celan, is very
revealing of your practice in embroidery,
language and movement, all of which drive
your artistic practice. Did you begin with
the poem or did you build the body of work
before settling on a title?

Cristiana de Marchi: | began working
first and then when we were thinking of
a title, | resorted to my readings. The title
came as a closing or as a way of conveying
what my research is about in relation to
justice at large. For me it happens often
that | incorporate both poetry and art in
parallel, even if it doesn't always manifest so
explicitly.

You are also a poet. How do you
position both elements of your practice:
writing and art-making?

There is only one work in which | tried
to merge my artistic and poetic practice:
Museum of Innocence, (2018, p. 114). It takes
the form of a fake correspondence in a series
of postcards addressed to both fictitious and
real characters. Most of the messages are
my own writing, so it's a very intimate work,
but in general there's no intention to find a
connection between my poetry and art. They
run in parallel though I've realized over time
that similar themes I'm exploring in artistic
practice are also appearing in my writing.
There are involuntary points of connection,

I would say.

Does poetry infuse your practice
without necessarily being ‘in’ or ‘on’ your
artwork?

When | looked through many of my
old notebooks during the lockdown last
year, it was striking to see how many of the
poems are tangential to my art practice,
which is something that isn't on a conscious
level. Inevitably, what | write is inside me and
it manifests in ways that | cannot entirely
control. Where | see a difference is that the
poetry is more autobiographical and in my
artistic practice, | try to refrain from that - it's
much more filtered and universal in certain
ways. There are certain works that come
from a place of personal experience but | try
to take it to a level where it's not about me.

Speaking of keeping things
separate, I'm interested in your focus on
mapping and national borders. What are
some of the ideas behind these clearly
defined spatial geographies?

I think in the case of Possible
Worlds (2014, p. 56), which is a repeated
reproduction of the world map in seven
different colors, accompanied by The Seven
Seas (2014, p. 56), where the same map
is replicated in the same colors, but as a
negative space, the concept is fundamentally
about utopias and dystopias. While
reproducing a familiar shape as a negative
space, I'm also implying the possibility of its
negation which is indeed the very meaning
of a utopia - as something that cannot be
realized.

are arbitrary?

We know how they have been
imposed in areas of the world according
to logics that don't make sense for local
populations. The arbitrariness of borders
emerges in a 2015 work Bordering Time
(Time is a Land of Separation) (p. 116) at my
recent solo exhibition at 1x 1 gallery, The
Echo of the Void (p. 118) (January 12-February
28). The 27 embroideries recreate all the
time zones, assessing time as a physical
space that is also subject to division. The
arbitrariness is contested in ways as simple
as using a monochrome thread and unifying

White World, 2013 - 2014 2014 - 2013 ,,aul ol
Hand embroidery on canvas ol G3led e S99 ka3
Dimensions variable oVl g
Polyptych b2l J] daidio d>g)

Which seems to be contrary to the
impulse of embroidery, of stitching things
together to form a cohesive totality.

Yes there are many contradictions.
There is the imprecision of the technique
when it comes to drawing something in neat
and rigorous ways because embroidery is
not supposed to do that. There are physical
limitations in simply tracing a straight line. In
its approximation, embroidery adds another
dimension to the concept of the work in its
materiality. Approximation is prominent both
in my thinking and in the outcome of the
work.

With Arabesques (2020-22, p. 140),
you are drawing from the outlines of the
GCC countries but in a more abstract 2006 (51,55 eyl ko
manner than an actual map. Mapping Gaps, Torino, 2006
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what has been divided, without negating the
existence of the borders. Artistic acts cannot
erase them.

Where did you learn to embroider?

I learned as a child. In my family, it
was mandatory to learn these embroidery
techniques, just like you would learn how
to swim or ski. | really didn't particularly
enjoy it then. But | created a work in 2006,
called Mapping Gaps, Torino, which is about
the progressively fading memory of my
hometown in Italy, after living abroad for
many years. | was thinking of what medium
to use when | chose embroidery since it
connects to my childhood experience. When
| realized how versatile it is as a medium, |
kept using it.

You also started to write at a young
age. How do you decide what language to
use in your poetry?

I've been writing since | was 15.
When | started, it was primarily Italian or the
translation of foreign poets into Italian. Over
time, it has moved into different directions
to the point that the language becomes
irrelevant - it must happen to you as well -
where | don't remember if | read or heard
something in English, French or Italian. All
the languages have become sedimented to
a point that it's difficult to identify which is
which. When | write now, it's interchangeable
between English and Italian and some
French. There are thoughts that come in a
specific language to me. But | never had the
nerve to sit down and understand which
one is the undercurrent that makes me think
certain things in a certain language more
than another.

Are national signifiers such as
maps, flags and passports a form of
language to you?

In the sense that language is
governed by a set of rules that immediately
convey a certain message. But | try and
subvert these systems in my work.

It's interesting because the
language you use in your work ranges
from the extremely legible to the opaque or
abstract, as in Black (Convention relating
to the Status of Refugees), (2018, p. 90)
produced in braille.

All the works from the Black series
are based on international jurisprudence and
legal texts. Although the text is there, literally,
it is translated in a way that you cannot
access. That's how it becomes a minimalist
piece that is heavily related to issues of
social justice and human rights.

Sometimes the abstraction or
illegibility is in the form. For example,
there’s a modularity to the work Home
(2019, p. 80), which is presented on a
sliding, adjustable window screen, and
separates to form something less coherent.

It started with the intention of
reflecting on how words are built and drew
from my process of splitting the horizontal
and vertical stitches in the compositions
of words, which I started doing in 2010.
What is also significant is that the notion
of home and belonging is not a given and |
was thinking about how to translate this by
writing the word ‘home. The work emerged
from the complexity of feeling at home
and its impossibility at the same time. By
separating the word in this way, the structure
of Home enables both disconnection
and recomposition, the latter within the
constraint of overlapping the separate
elements, eventually creating this sense of
belonging. The work shows how the concept
can be incomprehensible if you don't have all
the elements coming together at once.

This begs the question of how
important it is for the viewer to recognize
the language, or the borders you delineate.

It isn't that important. | don't feel the
need to give all the information and often my
titles provide clues for investigation. In White
Cities (2015-6, p. 53), the reproduction of 22
capitals of the Arab world, | chose different
stitches to symbolize the public and private

spaces but | don't provide the code so that
these different elements can be identified.
The important thing for me is to invoke

a subject rather than go into a specific
explanation.

Beyond the monochrome, abstract
compositions on canvas, you also use
wooden dominoes, cards, passport covers
and balloons for your works. Are these
‘lighter’ works?

They are very playful but in
appearance only, or in the materials that |
choose. For example, with my one-minute
videos Red, White and Blue (2013-4, p. 124),
three balloons in the colours of the French
flag are inflated until they explode, which
prompts a questioning of value systems and
how far we can embody certain values.

With embodiment comes the notion
of containment, weight and even the sense
of collapse, perhaps best expressed in the
nearly seven-meter Monument to the Fallen
Wall (2021-2). | cannot look at the work
without imagining what you went through
in your body.

The body is always present in the
making of all these works because | make
them by hand - sometimes to the point of
exhaustion. It's an important part of the
process, but not necessarily relevant for the
audience. For Monument to the Fallen Wall,
we have an accompanying video filming the
making-of, that documents the progressive
growth of the ‘wall’ in comparison with
my body. What is important here is the
relationship between the two entities, the
potential for the human body to overcome
the structures - both physical-architectural
and political - of containment. This
necessarily implies moments of struggle and
pain, which are occasionally incorporated in
the documentation.

Where does the impulse to distill
these complexities come from?

I think it comes from this fascination
to see how far one can go with the medium

in relation to the subject matter. How can
you push it to be communicative without
being representational? For example in
Disappearing waters (2017), | was working
on the rivers of Lebanon using just one
stitch, and constantly thinking of how | can
go deeper into abstraction. That reflection
and study eventually led to a further stage
of reducing the medium - | created my own
canvas, a surface that is at once the support
and the medium. This is why | moved to
knitting in the last year and a half because it
allows me to do so with uniformity and pure
abstraction.

Disappearing Waters, 2018 2018 ¢6suuiall ol
Hand embroidery on canvas )l G3led e (s9uy 33k
72 x 56 cm overall Jozall ow 56 X 72
Polyptych climl J) dosio d>g)

What came before embroidery?

| worked with paper primarily, in
connection with writing. | don't relate to
those works anymore; they almost feel like
a preparation for everything that has come
after.



Your works have such a precise
finishing that I'm wondering what your
thoughts are on completion. When is the
work complete for you and what are the
residual traces that are left behind?

I'm definitely more open to
incompleteness but | understand that the
works look very pristine and they might
be misleading in that sense. | approach
the lack completion in different ways
depending on whether it is a textile as a
physical object or a video that bridges
embroidery and performance. For the
physical embroideries, the way | identify
and finalize the image, make the drawings
and the grid are very conscious decisions
that | control. | think the incompleteness
is in the composition: my maps are not
comprehensive as | intentionally create
many gaps which are spaces of insertion
and by doing so, | address the impossibility
of a conclusive realization. Also, the back
of the canvas, intentionally negated for the
viewer, but as present as the front, suggests
a certain sense of incompletion. The videos,
especially the Doing & Undoing. Borders
series (2012-ongoing, p. 132), where the
embroidery is placed and then removed on
an endless loop, create a frustration about
the impossibility of ever closing the circle.

Is there a sense of silencing when
language falls short in your work?

| think it comes through my interest
in gaps, which can also be generative. It's
a pause, a moment of suspension, where
there's a possibility for something new to
happen. | believe in the idea of the fracture,
which Il introduce in most of the works on
one side. If you look at the Black works, they
are addressing the failure of language -
when language is not implemented in action
- language that remains as wording solely.

And yet despite the sense of density
and stagnation in the dark works like

Weight of the World (2015, p. 134), you
embed a sense of movement, whether it's
through the way light falls on monochrome
or the massive soft sculpture, Monument to
the Fallen Wall, which flows through space.
How do you balance between your need
for repetition and precision with fluidity,
change and movement?

I will answer by quoting Paul Celan,
and the poem which gives the show its title:

Speak --
But do not separate the no from the yes.
Give your saying also meaning:

give it its shadow.

Give it enough shadow,
give it as much
as you know to be parceled out between

midnight and midday and midnight.

Nadine Khalil is an independent arts writer,
researcher, curator and content specialist.

After a decade-long stint in art publishing,

she is currently advising art institutions such as
the Ishara Art Foundation, Goethe-Institut and
the NYUAD Arts Center on editorial strategy and
content development. She is former editor of
Dubai-based contemporary art magazine, Canvas
(2017-2020) and Beirut-based magazines A mag
and Bespoke (2010-2016). Her writing can be found
in Art Agenda, Art Forum, The Art Newspaper, Art
Review Asia, Artsy, Broadcast, Brooklyn Rail, FT
Arts, Ocula and the Women's Review of Books.
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Possible Worlds, 2014

Hand embroidery on canvas (top)
25.5 x 39 cm each
Set of 7

And
Seven Seas, 2014

Hand embroidery on canvas (bottom)
23 x 37 cm each
Set of 7

Possible Worlds reflects imagined Utopias:
each of the seven colours represents

a possible utopian world, starting with

the Golden and Silver Ages, referring to

a perfectly balanced world. A sense of
degradation characterises each utopia
depicted here from a higher and ideal
form into a less perfect one, ending

with a dystopia. The transition from an
idealised projection to an imperfect reality
is visualised by pairing each of the seven
worlds with its corresponding negative.
De Marchi reproduces the space occupied
by the sea, in the lower set of utopias, where
the earth becomes a negative stance, a
presence depicted in absence.

The title Seven Seas refers to the symbolism
of the number seven. In many cultures and
religions, the number seven represents

a perfect circle - a complete cycle; there
are seven days in the week, seven distinct
notes in the musical scale. Some ancient
civilisations believed there were seven paths
to heaven throughout a human'’s life. Here,
the symbology of the number applies to the
element of water; it defines the totality of
spaces and the infinite possibilities of their
exploration.
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Shine, 2011

Hand embroidery on golden beaded fabric
46.5x 155 cm

Cristiana de Marchi often works with muted
tones: the work is gentle and quiet with
powerful underlying messages, luring the
viewer closer to inspect the stitched shapes
and forms. Here, the viewer is confronted
with a bold, voluble surface. The word
‘shine; embroidered into a glistening golden
fabric, is a literal reference to the value of
the material itself, Gold. A lustrous, precious

metal overlaid with a social ‘shine’ that blinds

many.
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lus Soli, 2018

2018 (,oyV1 §>
Hand embroidery on flyswatters b3 Oylas e G9 ki
42.5x 9.8 cm each d=bd S _ew 9.8 X 42.5
Polyptych o I doie dog)
Cristiana de Marchi uses the common Slisiwy Jiiall OLAN Grae $Hlo 63 bliug S passius

flyswatter to explore various global matters
in this ongoing series of embroidered
domestic objects.
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citizenship, addresses the right of anyone oall né Ol

born in the territory of a state to nationality
or citizenship. The term becomes all the
more poignant by reducing it to a household
object to bat away unwanted intruders.
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Identity, 2011

Hand embroidery on passport covers
Dimensions variable, circa 14 x 19 cm each
Polyptych

Identity consists of eight passport covers
that Cristiana de Marchi embroidered with
golden hand-sewn letters that spell out

the word ‘identity: This work explores the
multitude of interpretations of the word - the
literal meaning as an indicator of national
identity acquired by birth, marriage, or

as a result of having lived in a specific
country versus the sense of individually and
personally felt identity inherent to every
person. The passport covers sequence
starts with the United Kingdom, followed by
the Kingdom of Saudi Arabia, India, China,
Turkey, Pakistan, Ukraine and Oman.

There is a profound discrepancy between
the perceived meaning of the word and the
intimate sense of identity each individual
feels and embodies. Nevertheless, the
nationalistic idea of identity is often the
prevailing one, and citizens from certain
countries are often targeted because of the
passport they carry.
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House of Cards, 2017

Single channel video
21 min 48 sec

This installation is an extension of de
Marchi's playful approach to soften political
and social matters that she often addresses
in her work. House of Cards is a fragile multi-
layered structure exploring the struggle to
build a balanced global foundation with the
impending possibility of its collapse.
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Commemorative Stamps.
Environmental Justice, 2019

Fabricated letters and stamps
Circa 11.5 x 16 cm each
Set of 50

This towering stack of shelves holds 50
fabricated letters, each addressed to world
leaders and environmental agencies. The
letters are stacked in a way that reflects mail
that never reaches its recipient, shelved
and eventually forgotten or ignored. The
contents of the letters are hidden, unlike
their message. De Marchi addresses

the discontinuous communication line
between an individual's voice and a nation.
Those letters are intended to express
environmental concerns, particularly about
the decisions made by those in power that
affect the environment.

This work was commissioned by the Saudi
Art Council for the 7th edition (2020) of
“21, 39 Jeddah Arts" (Jeddah, KSA).
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The Domino Effect, 2011-2013

Single channel video
13 seconds

Stickers on wooden dominos
4x2x0.75cm each
Set of 84

Cristiana de Marchi often integrates found
objects into her artwork to address the
gravity of the subjects she explores in a
seemingly playful yet subversive way.

The Domino Effect is a chain reaction
triggered from either end; the drop of one
domino will topple the others. The dominos
are individually marked with national flags
and arranged at random. This playful work
resembles the extent of a ripple effect on a
global scale as an outcome of one decision,
regardless of the starting point.

2013-2011 < ginogl 536

a5y 9308 ghie) dauasie Bl
L 13

duind giungd Lle wlélal
dshd JS) ow 0.75x2x 4

)] glach § Loy slmall slgall Hlo (65 Cilmtl alla)
I Olegiogall Bighas polmin dusil 050 i Cu>
8 gll iy duosagiy doye diy yly LgaiSins

Medewio Meldi ¢“ginngall 536" llas N 30 Bl Loy=ig
§> 921y 514093 y7> b i) 3l sy &l e Ty Of oSy
dogusall )zl 04y Glodsdl il g Al gy
b3 Whas 0f ey 1 deedll Gl e ] dibog edlely
siuosll Do § amigas 0o ol edugn e il iy 2ol

e A




76

Black (Aarhus Convention), 2019

Hand embroidery on canvas
34 x 44 cm each
Polyptych

This set of 22 canvases refers to the Aarhus
Convention established in 1998 in the Danish
city of Aarhus. This particular Convention
established several rights allowing the
public involvement in EU acts that affect the
environment. One of them stated the right

of the public to participate in environmental
decision-making and the right to review
those procedures and measures.

De Marchi translated those amendments
into braille, a tactile writing system for
visually impaired people. The paragraphs on
the rights of the public were transformed,
using black thread onto black-coloured
canvases, into a sea of invisible language
impossible to understand without allowing
physical contact. This form of exclusion by
way of communication alludes to a selective
decision-making process and a repercussion
on whom it is addressed to, in the form of
social blindness.

By stripping away the linguistic impact

of the articles, a kind of mute blackout

is enacted, and the neutralised, non-
confrontational minimalism lulls the viewer.
The transformation process questions the
concept of universality- can such principles
be understood and shared by all? Existing
and inscribed, yet not adhered to, have these
declarations been consigned to a collective
blind spot?

This work was commissioned by the Saudi
Art Council for the 7th edition (2020) of
21, 39 Jeddah Arts" (Jeddah, KSA).
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Home, 2019

Hand embroidery on
an adjustable window screen
Dimensions variable

Home interconnects the themes that
Cristiana de Marchi often explores,
addressing the politics of space and mobility
at an intimate scale.

The word "home" is stitched on an
embroidered mosquito net that can be pulled
apart and rendered illegible; however, it
forms a readable word when put together. It
represents the frailty of the notion of home,
quickly becoming disrupted within a second.

De Marchi created this work during an artist
residency in Cincinnati, Ohio, USA, in 2019.
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Separating Destinies with
a Perfect Blade Cut, 2020

Hand embroidery on canvas
White: 41 x 59 cm
Black: 35.5 x 54 cm

Separating Destinies with a Perfect Blade
Cut is about contested spaces; it originates
from the visualisation of contested territorial
waters claimed by two different countries.

In this particular context, it revisits the theme
of the self-portrait: therefore, a self-portrait
as contested waters (respectively in white
and in black).

The work is a metaphor for conflicting
spaces that are at the same time also
merging into a new resulting space where
a new identity takes shape. Similarly to the
work HOME, where creating the feeling of
belonging is portrayed as the result of a
process and not a given thing. The idea of a
progressive and negotiated creation of new
declinations of identity, in this work, is not
negating the components that it originates
from but rather recomposes them into a
space of encounter.
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Lesson no. 1, 2013

Hand embroidery on rubber doilies
Circa 20 x 20 cm each
Set of 4

The doilies fall under the series of Cristiana
de Marchi's embroidered domestic objects.
The golden colour of the thread used in

the doilies emits a layer of richness and
wealth that contradicts the value of this
decorative domestic object. Here, de Marchi
embroiders Arabic terms such as ‘thank
you’ and ‘hello; typical of conversations
while hosting guests, implying well intended
courtesy terms in the language that bear
the possibility of eventually losing their true
meaning.
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Black (Convention Relating
to the Status of Refugees), 2018

Hand embroidery on canvas
29.5 x 43 cm each
Polyptych

The convention treaty relating to the status
of refugees defines who a refugee is and
sets out the rights of individuals and the
responsibilities of nations that grant asylum.
Cristiana de Marchi translated the treaty

to braille by embroidering it onto 20 black
canvases using black thread.

The rendering is almost invisible; the
opaque marks seem subtly embossed and
identifiable only when approached and
observed closely, masking the legally-
established rights even further.

The artist refers to selective social blindness;
a so-called ‘comfort zone' occasionally

used to see certain parts and ignore

others. By removing the linguistic impact

of this agreement, the viewer is lulled by

the neutralised and non-confrontational
minimalism, failing to see past the content
and expose its intent and purpose.
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An Atlas of Clouds. Identity Clouds,
2016 - 2017

Hand embroidery on canvas
39.5 x 35.,5 cm each
Set of 14

An Atlas of Clouds. Identity Clouds is a set of
14 embroidered canvases. This work speaks
of the ever-changing volatility of clouds and
those individuals that migrate; they mark a
‘space’ for a brief amount of time. The clouds'
density, consistency and shape are altered
as they float, just like those who migrate,
constantly moving from one space to the
other, where nothing of the past impression
survives.
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Constellations, 2015

Hand embroidery on canvas
30 x 40 cm each
Set of 12

Constellations is a series of abstracted
astronomical formations that originates
from migration maps. Cristiana de Marchi
abstracted those paths into starry elements
using gold thread, creating a new
cosmology, particularly that of migration
paths predetermined for individuals who are
forced to leave their countries and face the
uncertainty of an unknown future that lies
ahead.
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The Die is Cast, 2011 - 2015

Engraving on acrylic
2x2x2cmeach
Setof 7

Single channel video
11 min 35 secs

The Die is Cast is an interactive piece that
explores identity from actualisation and
potential perspectives. De Marchi engraved
seven white dice with 42 categories that
characterise identity according to current
international standards including gender,
age, religion, nationality, as well as social
and political status. The work explores the
idea of probability and the chance of a
particular outcome once ‘the dice are cast:

The game renegotiates the possibility of an
individual redefining the parameters of their
own identity, however, only on a hypothetical
level. Here, identity is not set in stone, but is
playfully imagined at the roll of a dice.

The openness of the dice's outcome is
contradicted by the artist’s chosen title,
“The Die is Cast', alluding to the finality

of certain identity forming circumstances

by birth. The expression “The Die is Cast”
was popularised by the Roman historian
Suetonius when Julius Caesar crossed the
Rubicon to begin a civil war in the Roman
Republic in 49 BC. In violation of law, this
move indicated an irreversible act, a point of
no return. Commonly, this term is used when
a situation is sure to develop in a particular
way because decisions have been taken that
cannot be changed.
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White World, 2013 - 2014

Hand embroidery on canvas
Dimensions variable
Polyptych

White World is a series of maps threaded
onto 14 different panels loosely resembling
the map of the world, despite the missing
interconnection of the single pieces.

The work addresses common geographic
representations and projections whilst
claiming agency to retrace the transition
between territories. The use of one colour,
white, neutralises the borders that separate
each country.

By disentangling the planisphere into
fragments, Cristiana de Marchi questions the
solidity of a boundary, regional definitions
and cultural differences. Whilst introducing
an element of destabilisation, a familiar
visualisation of the world still holds the
ensemble together.

White World is on loan from the collection of
Her Highness Sheikha Salama bint Hamdan
Al Nahyan, Abu Dhabi, UAE.
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Nostrum Mare, 2019

Hand embroidery on canvas
Circa 100 x 150 cm overall
Polyptych

Nostrum Mare focuses on the space
occupied by the Mediterranean Sea. Here,
Cristiana de Marchi abstracts this body

of water into a dense landscape of white
embroidery, transforming the Mediterranean
Sea from a negative space between
countries into a tangible form that reflects on
its nature as both a border and bridge.

The title “Nostrum Mare" is reversed by de
Marchi from the actual term “Mare Nostrum’,
which was originally the Roman name for
the Mediterranean Sea. Later on, after the
unification of Italy in 1861, the term “Mare
Nostrum” was used by Italian nationalists

to express their way of seeing ltaly as the
successor state to the Roman Empire,

in an attempt to revive the term.
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Museum of Innocence, 2018

Vintage tin box, fabricated letters
and stamps
Dimensions variable

Museum of Innocence is a borrowed title
based on the novel published by renowned
Turkish novelist Orhan Pamuk in 2008.

The story dwells on moments of happiness,
an exploration of the nature of romantic
attachment, as well as the allure of collecting
non-valuable objects that eventually turn
into sentiment.

Similarly, de Marchi creates a collection

of fabricated letters written by fictional
characters addressed to their loved ones.

All that is left is an innocent child's tin box
with a once cherished treasury of letters
that have remained stagnant and eventually
turned into hopeful moments of unattainable
desires.

2018 cbelyl dizio

dwoog lobbg Sl ¢ a8 (ase Ggdio
sVl yio

sl S0 LIS lg) 5o dol Belyl ionio” Aaa
Olas Jg= dadll j9aig 2008 sl=ll Gys a@gel olaysl
dlo o Wb ¢ guolag )l iyl daads blistuls 8okl
Aol dad Bladl § iS5 I dasil dasic LY o

& duagll Slyll o degazme $Hlo 63 SSa5 liellg
blasyl s ¢ agilad Q) Ul alle oo Eluasis laus
Jomutd eBelydly damaall JbYI wile (o dpase dide § Loy
G el Olén Jol oo ©lasd Jl dilgdl &




116

Bordering Time
(Time is a Land of Separation), 2015

Hand embroidery on canvas
30 x 21 cm each
Set of 27

If each time zone were 1 hour apart, there
would be 24 in the world. But several time
zones have only 30 and 45 minutes offsets,
making the total number worldwide much
higher. In this piece, Bordering Time, the
artist stitched a visual recreation of the
time zones. Each zone is represented with
a vertical visualisation of time in a physical
sense, using various stitches.

Whilst the notion of borders typically
refers to space, here, de Marchi invites the
audience to reflect on time as a physical
entity, one that is equally subjugated to the
logic of division and fragmentation.
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The Echo of the Void | Lettere dal Carcere

Hand knitted wool stretched on board
200 x 200 cm

Chromogenic prints on Hahnemubhle paper
56 x 67.5 cm each
Asetof7

Single channel video
2 hrs 34 mins 12 sec

The title of this work, The Echo of the Void |
Lettere dal Carcere (translated from Italian
to ‘Letters from Prison'), associates the
collection of letters from Antonio Gramsci
(1891-1937), one of the most original

political thinkers in Western Marxism and an
exceptional intellectual, with this work.

The piece embodies the size of the smallest
documented prison cell. Gramsci was
arrested and imprisoned by the Italian
Fascist regime in 1926. However, his writings
express his efforts to reconstruct his life
while being separated from it, struggling to
recapture the primary relationships that once
defined his identity.

In Cristiana de Marchi's work, the scale takes
centre stage, along with the soft medium. On
the one hand, this body of work is seemingly
welcoming and gives the notion of care and
comfort. On the other, the overall dimensions
allude to the confinement of space and
liberty.

De Marchi uses white-coloured wool to
counterbalance the grey concrete that is
typically associated with a prison cell. A
space that can be paradoxically both
protective from the negativity surrounding
it and an environment that can house those
same concerns. Here, Cristiana de Marchi
explores the difficulty of evading those
spaces or circumstances and the hardships
that come along.

The Echo of the Void is dedicated to the
memory of Cristiana de Marchi's late father.
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Shadows' Obedience to the Sun
(USA and the Russian Federation), 2017

Two channel video
40 seconds and 41 seconds consecutively

The title of this video, Shadow’s Obedience
to the Sun, is borrowed from Mohammed Al
Mazroui's poems.

The video shows a flag constantly spinning
and eventually spiralling out of control. The
flag's identity is recognisable at first, through
its precise form and colours; however, as the
flag begins to rotate, the shapes and colours
morph into a blank plain of continuous white.
In turn, all aspects of resemblance to the
original flag form are eliminated- questioning
the ideologies behind a flag and nation.
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Red, White, Blue, 2013-2014

Three channel video with sound
1 min 23 sec, 1 min 17 sec, 1 min 16 sec
consecutively

In these videos, the balloon's body

grows beyond its limits; it is pushed to

its extremes and inevitably explodes.

At the same time, the physical action of
exhaling into and expanding the balloon
represents a partaking in the growth and
failure of nationalistic ideals. As the balloon
starts to erupt, the final point alludes to the
levels of insecurity and frustrations resulting
from the inability to maintain those ideals in
society.

FRATERNITY

LIBERTY
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Liberté, Egalité, Fraternité, 2018

Painted bowling ball
Circa 21 cm diameter

The tripartite formula Liberty, Equality,
Fraternity is the national motto of France,
first expressed by the French lawmaker and
statesman Maximilien Robespierre in 1790.

The bowling ball painted in the colours of
the French flag is fractured, heavily affecting
the original function of this object. The work
addresses the foundations of democracies
and the potential of losing those very values
over time.
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An Atlas of Clouds. Colonial Clouds, 2018

Hand embroidery on canvas
Dimensions variable
Set of 18

An Atlas of Clouds. Colonial Clouds is a set of
18 embroideries on canvas, which combine
geographical forms of colonised countries
and their respective colonisers throughout
history.

De Marchi uses two different stitching styles,
making one shape more visible than its
counterpart. The neutrality of the surface
and intimate scale draws the viewer closer,
revealing the unrecognisable bodies of those
colonised countries seen in an everyday
atlas.

Through this, the embroidered shapes
transform geographies into portraits of
clouds that once marked a space, and

yet are subject to impermanence. By
overlapping and fixing the contours of
countries which have undergone a dramatic
historical conflict, de Marchi also alludes to
the inevitable consequences of the colonial
phenomenon. How it has shaped -and still
does- the future of those countries and the
impossibility of its erasure.
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Doing & Undoing. Borders, 2013
Single channel video

3 min 51 secs

Doing and Undoing. Borders explores
the volatility of borders, their possible

disappearance and continuous renegotiation.

Borders are physically marked on maps,
however invisible in reality.

In this video, de Marchi embroiders the word
‘borders’ onto fabric and then appears to
undo the stitches without being able to fully
remove the trace of the embroidered word.
The action of doing and undoing alludes

to both the impossibility of embracing and
erasing physical borders that are historically
defined and separate lands apart in an
endlessly continuing pattern.
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The Weight of the World, 2015

Hand knitted wool stretched on board
Circa 100 x 100 cm

Cristiana de Marchi's works often address
the politics of space and mobility at an
intimate scale. With an emphasis on the
physicality and its earth mass, de Marchi
used grey wool as her medium of choice

to create this distorted, even exhausted
shape of the world. The time-consuming
knitting process and the stretching of heavy
materiality onto a rigid surface shows a
complex layering of The Weight of the World.
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Sustainability. Freemen Shall Stand, 2019

Laser-cut felt
Dimensions variable

Sustainability is constructed from the
geographical shapes of the various states
that compose the USA.

This sculpture is stacked in a way that
represents national interconnections and
contiguity, highlighting the importance of
sustaining balance that extends beyond the
boundaries of a single state and the extent
of a territorial impact on the stability of this
towering structure. It is a visual reminder of
the possibility of a summative effort to create
a broader impact.

The title refers to a song by American
composer Jay Lockamy, Freemen Shall
Stand, featuring the American Salute.
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Victory Comes in the End, 2018

Booklet with fabricated stamps
20.5x20.5cm

This booklet is composed of fabricated
stamps that Cristiana de Marchi fictionally
collected to commemorate the victories of
land ‘ownership: Those small stamps reveal
the names of major cities and capitals
worldwide, however, not in their usually
allocated geographical spaces.

The USA has named several towns and
roads after major global cities; individuals
can now visit Jerusalem in Arkansas,
Lebanon in Pennsylvania and Paris in

Texas. De Marchi investigates the idea of
appropriation, as all those international cities
are housed under one roof, one country.
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Arabesques, 2021 - 2022

Laser cut aluminium boxes
LED lighting

70 x 70 x 7 cm each

Set of 6 lightboxes

Arabesques are a set of six light boxes
depicting the seven Gulf Countries -
Bahrain, Kuwait, Oman, Qatar, Saudi Arabia,
United Arab Emirates and Yemen.

In this work, de Marchi uses the territorial
shape of each country and abstracts it

into a beautiful arabesque composition by
tilting it around its axis. The result is a set
of decorative Arabesques, a form of Islamic
artistic decoration using a single design that
is seamlessly repeated to create an endless,
interlacing pattern. The work explores the
idea of nationhood, beautification, and, with
the illuminated background, the countries’
enlightenment.
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Caesura, 2021 - 2022

Hand embroidery on
canvas mounted on board
Dimensions variable

8 out of a set of 17

Caesura is a set of 17 pages from a
hypothetical book of walls. Each page
reproduces a separating wall from different
traditions, cultures, geographies and
historical periods.

The eight pages displayed here clearly refer
to the larger wall installation, a majestic
representation of a dividing wall in its
monumental fall,

In this work, the walls are represented as a

cut, a wound, almost as a scar on the surface

of the territory, which is not identified as an
urbanised landscape, but as an integer area.
The wall element represents the interruption,
the violation of a continuity that should
naturally be preserved.
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Monument to the Fallen Wall, 2021 - 2022

Hand-knitted wool
631x125cm

Single channel video
3 hours

Monument to the Fallen Wall speaks of a
multi-layered global message on human-
made geographical borders.

De Marchi hand-knitted this wool-made
‘wall’ over the course of five months,
carefully calculating the number of rows
needed to complete per day to reach more
than six meters in length. The intensity of
the process and time spent creating this
‘structure; completing a total of 138,586
knots, reflects the denouement of walls

on people through history, limiting an
individual's movement and reinforcing
barriers. The verticality of the growing
'structure; which measures nearly 650 cm in
length and 125 cm in width, engages the idea
of the imposingness of the wall. However,

by reverting it, as the architectural replica is
conceived in terms of anti-monumentality, de
Marchi introduces the act of empowerment.
This leaning structure, although towering
above, has lost its colossal sense, and
instead, we witness the fall and collapse of
the monument. The attempt to overgrow

the architecture of confinement becomes

an acknowledgement of an individual's
potential to face political powers and lifts the
individual, in its relentless determination, to
the centre of the investigation.

As the viewer approaches this site,
distorted sounds of a compilation of every
nation’s national anthem play, echoing in
the void, emphasising the hope for moral
accountability and fundamental human
rights.
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Performance video of Monument to the
Fallen Wall
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On the Process of Making

Cristiana de Marchi

Textile and mathematics seem to be at odds.
Yet there is a strict connection between the
creation of textile works and systems of
calculation.

In realising my artworks, | adopt different
rationalised methods, which allow the transfer
of an image, or a text, onto the canvas. In that
procedure, problems that might appear during
the realisation of the piece are anticipated,
and ideally solved. Almost as a rehearsal,

the calculation, which always takes place on
paper, creates the premises for the public
orchestrated execution.

The question about the need to rationalise
seems to be the most pertinent, as symmetry
and perfection are equally, intentionally
disregarded in my process of making and

in its outcome, as an outpost of classical
heritage or an unattainable ambition. The
geometric systems that constitute the base of
the works, and allow them to translate from
paper to canvas, are in fact a stage in the
conceptualisation process: the works mostly
origin from research that then translates into a
visual manifestation. In doing so, the geometric
patterns or the mathematical calculations
involved become the procedure that allows
ideas to take shape. And then disappear, or
hide. A substratum underlying the surface of
the work, present yet undetectable.

The first method | adopt is the grid, a rigorous
tool par excellence. This is the method used
for translating the figurative works, primarily
consisting in the mapping compositions.

In this case, | identify or create an image that
synthesises the concept | intend to investigate,
| then proceed with drawing and finally move
to overlapping a thick grid, corresponding to
the texture of the canvas. The next step results
in the transfer of the gridded drawing on the
cloth: this happens once again by means of
calculation, in a way that intentionally embraces
the possibility of imprecision. Both due to the
textile medium and cross-stitch technique-
which is unfit to reproduce straight lines-and
to the transfer method from paper to canvas,
notions of approximation, of imperfection, or
irreducibility are implicitly addressed.
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The second method, adopted in the series

of my ‘Black’ works, is a process of counting
that translates letters into ciphers. This series
consists in the translation of international
legal texts and protocols (Declaration of
Human Rights, Convention on the Status

of Refugees, United Nations Framework
Convention on Climate Change, International
Criminal Court, etc.) into braille. The
language in itself, in its limited possession,
and the tactility that is required to decode
it-clearly negated to the audience within

the set rules of art exhibitions-create the
circumstances for approaching the problem,
that is of rights which are virtually protected
and yet largely inaccessible. In this case, the
process consists in translating the letters
into the braille symbols, where both the dots
and the empty spaces are accounted to
reproduce the text on the canvas.

G

“gul” degamn dyaid lgy sl I AW il wisd
bty | B9yl dozd dlie diybo g cdsll dilac e
L9l cY5S539,ly posaill dozys degazmall 040 Jaxds
Ol G LIl Glgoll Jotiol ey 4 ] dgadl
bassiall_aedl 48l J] d8Lo] ¢zl @i dolsdl ddlalg
Moty dlgall &3Lzdl doSmally Fliall s olia &byl

o) oM Gualll sy Laylicsl disgase JMS (o9 <L dllls
09198 s &bl (olmall o) e gt o Iy el
Ol Lalae Al Camd 48 «dSaall o5 Loyl Wi ooyl
0i Jlsg la] ool (5o Vg Lksd drame L)l o>
bladl Gluis! oiy 3] e joay Jl 8ol dozi a5 dilesl
el Gbled e padll zlsl aleY deylall ololuwllg



152

The last method is apparently simpler,

as it counts and records the number of
rounds that, by alternated movements,
create a knitted work. Doubling here is key
to the process, and whenever the textile
includes patterns, a mirrored scheme must
be respected in the back and forth that
constitutes the final piece. The tediousness
of the process, in its repetitiveness, also
gradually pushed me to start recording time,
now a dimension that | consider as part of
the medium itself.
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Time becomes a component of the work,

it is incorporated in it, it substantiates the
dedication, the fatigue, the obsession that
all lie behind the completed artwork.

Time is an essential category in my

practice, which could be regarded -as

an overall experience- as a durational
performance. The insistence on producing

all my works by hand, while other faster,
more efficient techniques are easily available,
responds to the intention of incorporating a
temporal component in the work, as well as
considering the work as an extension of my
own body.

Although the practice is deterritorialised,
intentionally unanchored geographically in
its making, it is nevertheless "temporalised’,
fully rooted in the chronology of making.
The territoriality returns, in fact, under the
premises of the body, regarded as the
only admissible place of belonging.

The deterritorialization is therefore only
referred to a set geographic value system
that responds to international codes

but is widely disregarded as ineffective

in reflecting instances of belonging.

b Jasdl SbgSo axl o)l paisll [
JaiSall gall Jasdl ehyg casetdly casmilly Sl U] s disS

0Sa39 il Guplao § & 097l OligSall ro 32) 948 Ui
Sl as e 6ylpol OV . Juolgio <loly dlals dy2S ol
Sllsy 84Sy deg ST Lzgloiss 5355 agy dygy duidiy €9 ko
Dlazel o)lely Jasdl rolic pad i)l paisll mos § Guby 0o
RRY

dzye s 3dome laald] 4255 Y dupleall 0do O adys

& Jolsdly &g &850 905 LaiSly il ddac § Lol
& Jiaty Lo dyaylsYl oggiad gmatl] ool el Jukestl
2ol 5V Ugaballs 8ol sVl dnols Sy sl duadl
e 390 bz olaly duadd8Yl e psgbe paidy L
2 0lich guly Gl Jle dlalzd aiy oSIg cddgll polsall U]
eV OV e jusdl 3 Jss



154

Cristiana de Marchi
Biography

Cristiana de Marchi (b. Italy) is an Italian-Lebanese visual artist and writer who lives and
works in Dubai. She received her MFA with honours in Archaeology from The University of
Turin, Italy and previously completed her Bachelors with honours in Humanities from the
same university. She is currently a PhD candidate in the Artistic Research Programme at the
University of applied Arts, Vienna. Cristiana works with video and textiles as her privileged
medium to explore issues related to identity, displacement, belonging and the porous borders
that separate regions, while allowing contact.

Her solo and two-persons shows include “Double Thread” (Villa Brentano, Busto Garolfo,
Milan, 2019); “The lllusion of Summer” (Reed Gallery, DAAP, University of Cincinnati, 2019);
“Coincidenze” (Villa Brentano, Busto Garolfo, Milan, 2018); “La Sindrome di Penelope” (Fusion
Art Gallery, Turin, 2017); “Wunderkammern Effimere” (Circuiti Dinamici, Milan, 2017); “Melting
the Sky" (1x1 art gallery, Dubai, 2016); “Contrappunti/Counterpoints” (Villa Amoretti, Turin,
2014); “My Country"” (New York University, New York, USA, 2014); “Weaving Gaps” (1x1 art
gallery, Dubai, UAE, 2013).

Group shows include: “Art Here 2021: Memory, Time, Territory” (Louvre Abu Dhabi); “I love
you, urgently” (21, 39 Jeddah Arts), Saudi Art Council, Jeddah, Kingdom of Saudi Arabia
(2020); “The Arrangements of the Soul in the Universe’, Langgeng Art Foundation, Yogyakarta,
Indonesia (2018); “Approaching the Border’, The John and Mable Ringling Museum of Art,
Sarasota, USA (2017); “But We Cannot See Them: Tracing a UAE Art Community 1998-2008",
NYU Abu Dhabi, UAE (2017); “Bordes/Borders’, Mexican Cultural Institute, Washington,

DC (2017); First Yinchuan Biennale’, MoCa Yinchuan, China (2016); Santa Cruz Biennale,
“Limitrofe’, Centro Cultural de Santa Cruz, Bolivia (2016); Second Culture of Peace Biennial,
Tehran, Iran (2016); “Groupe Mobile: retracer la vie sociale des oeuvres par la photographie’,
Villa Vassilieff, Paris, France (2016); “White Cube... Literally’, IVDE gallery, Dubai, UAE (2016);
"Re-mapping’, Digital Marrakesh, Marrakesh, Morocco (2014); “EcransMed: Screenings from
the Mediterranean’, Montreal, Canada (2014); “Making Space, Body as Woman’, Parallel

event of the Singapore Biennial, Singapore (2013); “MinD/Body’, NYU, Abu Dhabi, UAE (2013);
“New Positions’, AB Gallery, Luzern, Switzerland (2013); SIKKA Art Fair, Dubai, UAE (2013,
2016); “We the people’; post residency exhibition, University of the Arts Philadelphia, USA
(2012); “Mawtini', Tashkeel, Dubai, UAE (2012); 29th EFAS Annual Exhibition, Sharjah, UAE
(2011).

Her work has been featured in Art Asia Pacific, Art Forum, Contemporary Practices, Artribune,
Canvas, The Arts Newspaper, Harper's Bazaar Art Arabia, The National, Gulf News, Gulf
Today, Islamic Arts Magazine, LAgenda Culturel among others, besides extensive mentions

in the UAE Arabic press. Her writing has appeared in local and international catalogues and
magazines devoted to contemporary art. Her first poetry book Embodying has been published
by Sharjah Art Foundation in 2016.

Cristiana has been a resident artist at the University of Cincinnati (2018-19); Vermont Studio
Centre (2018); Artists' Village, Yinchuan, China (2016); Rijksakademie, Amsterdam, The
Netherlands and Santa Fe Art Institute, USA (2014); The University of the Arts, Philadelphia,
USA (2012). In 2015, de Marchi was awarded the Italian “Premio ORA" and in 2017 her work
received the “Best 15 Award"” and the “Best Independent Artist Award” at Paratissima, Turin,
Italy.

She is a graduate of the Salama bint Hamdan Emerging Artists Fellowship.
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Cristiana de Marchi at Al Badayer Retreat, Sharjah.






