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Dr. Nina Heydemann

Director of Maraya Art Centre
and 1971 - Design Space

I met Shaikha Al Mazrou in 2016 when preparing for a group exhibition in
which she was making provisions for a bold artistic step — her first ever land
art piece, a huge succession of circles within circles, in the rocky desert of
Al Shawka, in the United Arab Emirates. We filmed the piece from an aerial
angle and interviewed the artist, who, among ten workers, was shoveling
small trenches into the ground, in an almost meditative, collective spirit
about this enigmatic and enormous artwork that was yet to emerge from the
rugged earth.

I have always been taken by the artistic courage and spirit of experimentation
that Shaikha Al Mazrou puts forth in her work. Not only was she not afraid

of trying out something new — expanding into large scale, distorting objects,
challenging herself and her chosen materials — but also about the calm and
collected way in which she went about new artistic endeavors.

In this exhibition, the artist has delved into the subject of the personal within
the abstract, a theme that has been part of her practice for a long time,

but that has not yet been addressed to this extent. The exhibition carries
signifiers of this all along — from subtle hints of conversations that the artist
has had with others to a personal identification with the colour blue that has
entered the gallery space in so many different ways — within resin blocks, on
paper as well as on large glass sheets and even within dyed sand. Visitors
will hopefully leave the space with a new understanding of a further facet

of her work and find their own, personal clues to rearrange the riddle of this
exhibition.

It is therefore with great pleasure to host her first institutional solo exhibition
here at Maraya Art Centre in the Emirate of Sharjah, where Shaikha Al
Mazrou has also spent many years lecturing on sculpture at the University
of Sharjah, College of Fine Arts and Design. We have also had the pleasure
to show the works of some of her promising and talented young students in
2018 as well as in 2019 in both of our floors.

Likewise, it is a privilege to have an esteemed colleague, Cristiana de
Marchi, who has known Shaikha Al Mazrou for many years, curate this
exhibition. The collaboration between her and Shaikha Al Mazrou on

this project started from many conversations about abstract art and its
significance in contemporary art today. The trusted relationship between

an artist and a curator is a vital one in any exhibition and therefore we are
thankful for Cristiana de Marchi's tireless dedication, academic excellence
and sensitive understanding of Shaikha's work to accompany this
undertaking. She has profoundly engaged with all of the newly created
works and shared her thoughts in the accompanying essay and interview
published in this catalogue. This publication also includes an inspiring essay
by Jay Hetrick, Assistant Professor in Art History and Theory, to whom we
are most thankful for discussing the work of Shaikha Al Mazrou and its close
ties to Abstract and Minimal Art. Many thanks also to Dana Abachi and
Manal Adel Khozam for their valuable contributions to this catalogue.

Furthermore, our gratitude goes to Prof. Nada Shabout from the University
of Texas and Art Dubai for having offered a platform to discuss Shaikha

Al Mazrou’s work, that needed to be cancelled due to the current global
circumstances in light of Covid 19. Amidst this situation and in preparation
of the exhibition, we are thankful for the supportive team of Lawrie Shabibi
Gallery in Dubai representing the artist and promoting this exhibition in
many ways as well as the College of Fine Arts and Design of the University
of Sharjah that has enabled numerous works to be created within their
premises. As always, any exhibition is the result of many contributors and
we hope that this first solo exhibition of Shaikha Al Mazrou will mark the
beginning of many more to come.
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| like to start with a recollection, as | read and ruminate on Camus’
statement, on the role of the artist towards the contemporaneity. Artist is
here intended in its widest acceptation and | take the liberty to decline it to
the curatorial role, as it is experienced in terms of authentic commitment to
its object, that is the curated artists and their oeuvre.

| first met Shaikha Al Mazrou early 2013: | was at that time preparing a show
focussing on performance and the use of body in the Gulf countries?, a
project | conceptualised few years earlier and could finally see realised with
the delay creative people are often used to undergo when it comes to their
ideas. It is indeed even more dear to me remembering this first encounter
as it was facilitated by the late Hassan Sharif, who simply appeared in

the studio Mohammed Kazem and myself had opened little more than a
year earlier®, accompanied by Shaikha. | must admit | wasn't familiar with
Shaikha's practice and | had met her only once before, when she was still

a student, during a visit to The Flying House?, organised by Dr Elisabeth
Stoney, then professor at the College of Fine Arts and Design at the
University of Sharjah.

Three Places of Silence.
A Testament and a Will

Cristiana de Marchi

The meeting turned into a sort of portfolio revision and mentoring moment,
as Shaikha was struggling with a sort of impasse in her artistic process and
was seeking advice as of her future steps. For me, it was an illumination, as
| came to cross the most recent works she had produced at the time®, one
of which | instantly decided to include in the exhibition | was curating, for its

“It would take a nice presumption or a vocation that | don't
have. Personally, | do not claim any role and | have a single
vocation. As a man, | feel the taste of happiness; as an artist, |
seem to still have characters to live, without resorting to wars
or courts” (Albert Camus).’

pertinence to the theme, as it reconciled an undeniable physicality with an
objective use of abstraction, as to conceal and reveal at the same time the
implicit tension in the work.

Since then | have had the pleasure of curating Shaikha's work on many more
occasions?®, every time witnessing her progression into a more assured and
mature approach to the investigation around the material, its potential and
the crafty and misleading nature of art. Inside Out and Untitled were an
exploration around the potential of removal and addition to create shapes,
through a process of juxtaposition of layers which final result is both optical
and emotional’, as the work naturally evokes a sense of physical magnetism,
designed and obtained through the use of both colour and shape®.

The research around the formal potential of conveying deep emotional
reaction in the viewer has been potentiated in the Tension series, created
at the Chelsea College of Fine Arts, University of the Arts, London as a
graduation project for her Master’s Degree. The full set of works® was
presented within “A Public Privacy”, the inaugural iteration of U.A.E.
Unlimited™, once again truly embodying a “deep sense of physical
involvement”. If one of the reading threads — that | privileged at the time
— was that of “engagement, confrontation, illusionism and unresolved
balance. .. which ultimately engage the viewer in a self-confrontation
about the nature of reality and appearance”’’, another possible
interpretative direction — and one | would stress on now, after meditating
and reconsidering the work — would be that of the negotiation between
abstraction and self-expression, one that Al Mazrou seems to have learned

New works by Shaikha Al Mazrou
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Inside Out, 2012. Acrylic sheets, 100 x 80 cm

to perfection when it comes to the use of a minimalist matrix, to a strict
formal control conjugated with a playfulness and self-defiance in exposing
herself — and | would say, not only as an artist, but also as a woman — to the
risk of collapsing in front of unpredictable and uncontrollable forces.

This very defiance became even more adamant and intentionally sought
for, invited and almost perpetrated in the body of work created for “Is Old
Gold?", where 10 emerging Emirati artists were called to confront the
practice and teaching of the so-called “5 U.A.E” (Hassan Sharif, Hussain
Sharif, Mohammed Ahmed lbrahim, Mohammed Kazem and Abdullah Al
Saadi), to question the gap existing between relatively temporally close
generations, yet vividly separated by multiple issues, specifically identified
in educational paths, educational strategies and a significant transformation
of the art community over a short, yet dramatically affecting, period of time.
Al Mazrou, who was asked to respond to the work and teaching of Hassan
Sharif, created a series of three ceramics sculptures, lronic Experiments’?
where the element of balance was an essential component as the piling

of the single “modules” required a perfect control of barycentre and

plastic equilibrium. Failure has been always taken into account and almost
encouraged, at least as a dialectic moment in the creative process, which
is always open, inclusive and permeable to the potential of incorporating
disruptive elements and adding them to the rigorously calculated equation
that originates the project.

Tension I, 2014. Terracotta, wood and metal, 45 cm (diameter)

It is with SAND-LAND (2016)"® and Scale (2017)"* though that
monumentality engages as a major counterpart in Al Mazrou's dance of
elements and becomes an unmissable variable, and almost an affirmation.
Why would an artist, who has ever since her debut, privileged medium size
works, works which can literally be contained by her own body, which can
be modelled by her hands, which can be carried by her arms, eventually
dismiss that intimate dimension and venture in gigantic artistic expressions
and manifestations? To that question, | would answer, exactly in order to
evade the body, to abstract from it, to measure it as a superable dimension,
a limitation to overcome.

The body, still the body, and perhaps for the last time, manifests through the
works on show in “Rearranging the riddle” and seem to invite us to ponder
over, while collecting the clues to a far more cerebral investigation.

Scale, 2017. Chamotte clay, copper, plaster, bronze, crystal clear resin, cedar wood,
bee-wax, cement, marble, silicon, 100 x 100 x 287 cm
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The Present

The artworks presented in this exhibition, which consists of an entirely

new body of work, investigate the dialectic between an autobiographic
component and the abstraction of a visual solution that suggests intimacy
while denying it at the same time. Direct in their title, although cryptic in their
formulation, all the works originate from conversations that the artist had

in a recent past and delve into a process of self-analysis, regardless of the
apparent neutrality inherent in the actual sculptures and prints. The titles
themselves are excerpts or quotes of lines from these same conversations,
and they act as a catalyst for condensing the materiality of the work around
an element which remains, like in a chemical reaction, otherwise unaltered.
This body of work is indeed very coherent, as it is based on a unique state
of mind, on an attempt to capture an ephemeral beam of light (or its mere
reflection), to recreate a colour which has an oneiric reference, almost to
follow what seems to be a mirage, as it keeps eluding the artist's — and ours
— ability to tame it’®.

As components of a puzzle, the works bear the potential of a solution,
whenever correctly interpreted and rearranged, thus instigating a tension
between the artist and the audience, which is playfully directed to find the
key to the unveiling. The tension that used to be a physical component in
the perception and experience of her previous artwork is now transferred
to the mental sphere, as the audience is unequivocally pushed to engage
with the clues emerging through the works, to collect them and eventually
recompose them in order to penetrate the mystery surrounding their
creation.

Deeply informed by a series of theoretical readings, among which Briony
Fer's On Abstract Art ' plays a fundamental role, the works are the result

of a process where the autobiographic element supersedes Shaikha's
inhabited tendency to abstract, remove, and ultimately intelligently negate
her personal involvement in the work. Supplanted by a new need to confess,
discretion still remains as strong as expected and no unwanted declaration
can be extrapolated from the works, not even when asked or interrogated:
they respect their promise to be silent, they don't exude any agitation, any
discomfort, any inconvenience in being the object of an intrusive view.

Sky and
Ocean And
Everything
In Between,
2020. Resin.
80 x 60 x 20
cm each

The visitor is first facing Sky and Ocean And Everything In Between, a
work consisting of two resin blocks displayed on the floor, which in their
gradations of blue introduce the artist’s investigation on colour’”, here
approached not in its absolute essence — as the duplication of hues
immediately makes it explicit — but rather in its dialectic nature, in its potential
to influence perception, in the response it engages from the viewer. Sky
and Ocean do not reflect one another, they do not seem to share a same
“mood”: it is the space in between that keeps the secret of the transition, of
the formal specularity, of a sequence of shades that can be articulated as a
movement from the Sky down to the Ocean as well as an ascending motion
taking us from the Ocean up to the Sky.

Moving from casted resin to hand-made paper, For The Things That Wil
Remain Unsaid explores issues of memory preservation through the physical
investigation of materiality and process. Regardless of how far away from
one another these two works might seem, the procedure is somehow
similar, as the definition of a shape is de facto the result of a solidification, of
the congelation of a material formerly plastic, of a tangible change of state.

If preserving memories is one of Al Mazrou'’s preoccupations, so is that of
hiding the narrative, while literally creating a multiplicity of layers of meaning.

For The
Things That
Will Remain
Unsaid,
2020. Hand
made paper,
42 x29.7 cm
each
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We Met Halfway, 2020.
Copper, variable
dimensions.

As a paradoxical element reverberates through most of the works presented
in the show, We Met Halfway refers to the principle of anamorphosis®,
which is typically mentioned with reference to drawings or projections, whilst
is here adopted in connection with two sculptural copper pieces, where

the distortion, and the lack of correspondence between the two extremities
of these volumes are immediately perceivable. The question, also playfully
evoked by the title, of a conceptual clash between the principles of halfway
and middle point, as far as concepts of linearity, volume, metric distance and
optic coherence are all implied and interrogated, is then: Is it ever possible
to meet halfway? How can this notion be negotiated? And ultimately, what
are the predicaments of compromise?

Introducing an even more poetic note, An Autobiography Of A Color takes
on the contradiction between the signified and the signifier and magnifies
the idea of colour by assessing its sculptural potential, not as an attribute to
a surface otherwise modelled, but as a substantial materialization of hues.
Consisting of fifteen blocks made of different shades of blue paint, casted
and embossed with their corresponding commercial denominations, the
work playfully engages with the ambivalence of the nominal sphere, with

its potential to convey, or even create, a state of mind, thus impacting our
perception of a rather less communicative reality. On the other side of the
spectrum, those same titles can be perceived as a violation, an unnecessary
imposition of meaningless associations to an entity otherwise defined by

its very physical substance. In either case, the short-circuited interaction

is undeniable and the ironic take on it results in an apparently absurd, yet
refreshing exercise of composition, as the sequence of the colours, arranged
not on the basis of a chromatic progression but on a verbal one, eventually
creates a “poetic statement”.

An Autobiography

Of A Color, 2020. Cast

pigment, 27 x 12 cm
each. Detail.

There is a general debate among narratology theorists?” whether single
“pictures™®? might at best evoke or imply stories, although being unsuitable
for storytelling in a strict narratological sense, or whether they could
encompass that role. Regardless of where do they stand, all academics
seem to agree on the general idea that a “picture” can have a high degree of
narrativity, that “pictures” can indeed be narratives.

Based on referential Wickhoff's classification® of three categories for
cataloguing the narrative modality of an artwork, | would argue that
“Rearranging the Riddle” — considering the whole body of work here
presented as a body indeed, as an essential unity, one that cannot

be prescinded from or left aside — falls under the third category, the
“continuierend”, or continuous narrative, where multiple actions and scenes
are portrayed in a single visual field without any dividers. The works, in

their unity, therefore act and are framed almost as a polyptych, where each
representation coalesces into a unique story to be narrated. If time is an
essential component of storytelling as it helps the viewer in following the
plot line and navigate through its development, Al Mazrou'’s body of work
resembles novels with a less linear temporal sequence, an Ulysses of
Joycean's or Homeric's proportions, where everything could have happened
in one night or rather through a time span of ten years. Or even a cyclical
narration, where one could start again after completing the “reading” as to
retrace the way clues were distributed, to interrogate the single “images”
after the first attempt to unveil the secret that lies beneath the material
surface of the representation. The notion of “timeless eternity” could very
well apply and clarify the posit — both as a statement and as an assumption
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— according to which these works, although contextualised, expand beyond
a restricted spatial and temporal frame and prove to be truly evading the
singularity of an autobiographic experience to invest each one of us with the
same essential, deep and, for this very reason, simple questions that most
often go unanswered, or even unasked.

“That the same story can be told in different media is one of
the fundamental and foundational claims of narratology. [...]
the structure [of story] is independent of the techniques that
transmit it [...]. We read words, we see pictures, we decipher
gestures, but through them, we follow a story; and it can be

the same story™

1 ‘Il faudrait une belle présomption ou une vocation que je n'ai pas. Personnellement je ne
revendique aucun réle et j'ai une seule vocation. En tant qu’homme, je ressens le go(t du
bonheur; en tant qu'artiste, il me semble avoir encore des personnages a vivre, sans recourir aux
guerres ou aux tribunaux”. Albert Camus answering the question “As an artist, have you chosen
the role of the witness?” in “Lartiste et son temps”, in: Actuelles I/, 1953.

2 “MinD/Body” (curated by Cristiana de Marchi), DUCTAC, Dubai, March 6th — April 10th 2013

3 empty 10 was founded in the autumn of 2011 and legally registered as a gallery. It has operated
as a studio and an exhibition venue, serving as an incubator of ideas and hosting multiple projects
- many of which in collaboration with local and international artists and art professionals — over the
time of its existence in Al Quoz, Dubai (2011-2017).

4 The Flying House was founded (December 2007) by Abdulraheem Sharif, as a production and
exhibition space dedicated to the practice of conceptual artist Hassan Sharif and of some of his
closest proselytes (namely Mohammed Ahmed Ibrahim, Hussein Sharif, Mohammed Kazem). It
soon turned into a sort of “sanctuary” and invaluable resource of information about the inception of
contemporary art in the United Arab Emirates, thanks to Sharif's remarkable archival mission. | had
the privilege of serving in a position of writer, curator and close collaborator to Hassan Sharif and
his peers from 2008 to 2012, when the “House” was reconfigured and physically transferred to a
new location, with an exclusive focus on Hassan Sharif's production.

5 Inside Out, 2012. Acrylic sheets, 100 x 80 cm, and Untitled, 2012. Acrylic sheets, 100 x 70 cm

6 “A public Privacy” (curated by Cristiana de Marchi and Mohammed Kazem), DUCTAC, Dubai,
March 9th — April 8th 2015; “Is Old Gold?" (curated by Cristiana de Marchi and Muhannad Ali),
DUCTAC, Dubeai, February 21st — April 7th 2017; “Homage without an Homage” (curated by
Cristiana de Marchi), Art Dubai, March 15th — 18th 2017; “Beyond: Emerging Artists” (curated by
Cristiana de Marchi and Mohammed Kazem), Abu Dhabi Art, November 8th 2017 — January 27th
2018

7 “A sculptural translation of this approach is represented by Shaikha Al Mazrou's piece Inside
Out that along with Untitled (2012) harmonises multiple themes and tensions, resolving them

in an apparently purely cerebral exercise. In fact these works are characterised by an open
defiance of the optical perception of the surrounding dimensions we are immersed in. The
physical illusion embodied by these works imposes a reconsideration of the very meaning

of perspective, of the position which bodies occupy in space, and in society: their virtual
disappearance as well as their full incarnation”. (MinD/Body (ed. Cristiana de Marchi), catalogue
of the exhibition, Dubai 2013, p. 24)

8 “Shaikha Al Mazrou’s work investigates the use of mass-produced objects as appropriated
ready-mades for the creation of artworks that deal with colour, form and interaction. By exploring
ideas of production, value and craftsmanship - objects that are normally mass- produced, she
challenges the existing notion of art and experiments with spontaneous and irrational methods

of creation. Her layered reliefs and illusional sculptures challenge the viewer's conception of
space and invite a silent encounter or bodily participation. The work is then only triggered by the
presence of the viewer in their present time. Al Mazrou intends for the viewer to have an instinctive
and physical response to the structure, colour and surrounding space of the work. She uses
abstract language to create rhythm and repetition, the roots of movement. Rhythm creates a
situation in which the simplest basic forms become visually active. The repetitive act in her work
is a sort of amplifier for a visual event which, seen singularly, would hardly be visible. But to make
those single forms release the full energy within them, the viewer has to navigate around the work
to animate the form and to give it perspective. She continues to employ themes of functionality
and repetition while maintaining a persistent focus on the dynamic advantage of the colour of a
ready-made. Her systematic approach to form and colour across her work serves to provide the
viewer with the feeling of kinetic energy, depth and space! (Ibidem, p. 88)

9 Tension I, 2014. Terracotta, wood and metal, 45 cm (diameter); Tension /I, 2014. Terracotta,
wood and metal, 45 cm (diameter); Relax, 2014. Terracotta, wood and metal, 45 cm (diameter).

10 U.A.E. Unlimited is an itinerant platform, under the patronage of H.H. Sheikh Zayed bin Sultan
bin Khalifa Al Nahyan, to support and showcase emerging artists from the U.A.E. and the region.

11 Cristiana de Marchi, “Drawing Lines between segmented thoughts”, in A Public Privacy (ed.
Cristiana de Marchi), catalogue of the exhibition, Dubai, 2015, pp. 19-31 (p.28)

12 Jronic Experiments, 2017. Black Stoneware, dimensions variable.

13 SAND — LAND, 2016. Land Art, 15 x 15 m.

The work, created on site at ‘Al Shawka', is documented by a set of nine digital prints (each 80 x
80 cm), and was commissioned by Abu Dhabi Festival 2017. The documentation is part of The
ADMAF Art Collection.

14 Scale, 2017. Chamotte clay, copper, plaster, bronze, crystal clear resin, cedar wood, bee-wax,
cement, marble, silicon, 100 x 100 x 287 cm. The work was commissioned by Abu Dhabi Art
within the “Beyond: Emerging Artists” programme, which was also featuring Alaa Edris and
Jumairy.

15 The obsession with the colour blue — moreover one that has been recurrent throughout the
history of art, without limitations to the sole contemporary one — springs from a dream where
Shaikha was conversing with assurance about a specific, and vividly identified shade of blue,
which turned out to be inexistent once the dream vanished. The search for that ghostly hue

has been at the origin of the project and has informed it as an embodiment of an obstinacy, a
stubbornness against the impossibility to fully incorporate the dimension of the dream and that of
the reality.

16 Briony Fer, On Abstract Art, Yale University Press, 1997. The chapters that have served as

the starting point for a conversation between the artist and the curator, and which are explicitly
mentioned in the interview reproduced in this catalogue are respectively: “The Laws of Chance®,
(chapter third, pp 55-76) and “Bordering on Blank: Eva Hesse and Minimalism*, (chapter six, pp
109-130). Another scrutinised text, in the preparation and discursive process anticipating the
creation of the works, is Hito Steyerl, The Wretched of the Screen, Sternberg Press, Berlin 2012.

17 Since ancient times, there’s a long fascination with the colour blue, which was first produced

by the ancient Egyptians who figured out how to create a permanent pigment that they used for
decorative arts. Considered to be the first ever synthetically produced color pigment, Egyptian
blue (also known as cuprorivaite) was created around 2,200 B.C. Associated with a sense of
nobleness and even religious affiliation to deity, and actually for centuries considered to be just

as precious as gold, lapis lazuli (also known as “true blue”) first appeared as a pigment in the

6th century in Buddhist paintings in Bamiyan, Afghanistan. It was renamed ultramarine — from
Latin ultramarinus, which means “beyond the sea”— when the pigment was imported into Europe
by ltalian traders during the 14th and 15th centuries. Its deep, royal blue quality meant that
ultramarine was highly sought after among artists living in Medieval Europe and it was usually
reserved for only the most important commissions, such as the blue robes of the Virgin Mary.
Moving to contemporary art — in the impossibility to summarise here a history of the colour blue

in western art — I'll only mention the unmissable French artist Yves Klein, who developed a matte
version of ultramarine that he considered the best blue of all. He registered International Klein Blue
(IKB) as a trademark and the deep hue became his signature between 1947 and 1957 Klein once
famously said “blue has no dimensions. It is beyond dimensions”.

18 In its typical formulation, the Sorites Paradox (also known as the Paradox of the Heap) states
that, under the assumption that removing a single grain does not turn a heap into a non-heap,
the paradox is to consider what happens when the process is repeated enough times: is a single
remaining grain still a heap? If not, when did it change from a heap to a non- heap?

Several logical approaches and resolutions have been proposed, none of which has been overtly
discussed or embraced by Al Mazrou's work, which dialogues with the question rather than
accepting or acknowledging a solution to it.

19 There are few illustrious predecessors and visual references which | would like to mention here,
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Tarek Al-Ghoussein, Untitled 1 (C Series), 2007. Digital print, 55 Tarek Al-Ghoussein, Untitled 4B (C Series), 2007. Digital print, 55
x 75 cm, Ed. of 6. Image courtesy of the artist and The Third Line, x 75 cm, Ed. of 6. Image courtesy of the artist and The Third Line,
Dubai. Dubai.

although an exhaustive presentation of the theme in contemporary art would exceed the limits of
this note. | am therefore only referring to three artists who have used or depicted sand heaps and
the colour blue associated in various ways. Anish Kapoor’s sculptures created in the mid 1980s
out of raw pigments in different colorations are the most iconic and widely renowned (see White
Sand, Red Millet, Many Flowers, 1982; As if to celebrate | discovered a mountain blooming
with red flowers, 1981; Blue Flower, 1986; A flower, a drama like death, 1986; Mother as a
mountain (Black), 1985), whose poetic and articulated titles present another point of connection
with Al Mazrou's works; Lygia Pape — a pivotal figure in Brazil's Neoconcrete movement — with
her Ttéia no.7 (1991), an installation (wood, light, sand, cloth) first presented at Galeria Ibeu,
Copacabana, Rio de Janeiro, 1991, and more recently re-proposed, aimost restaged, in the solo
show “Lygia Pape” at Hauser & Wirth, London, 2016, drawing a much deserved attention on
Pape's extraordinary talent to “reframe geometry and abstraction”; and regionally, Untitled 1 (C
Series) (2007-2008), which is paired by its implosion Untitled 4B (C Series) (2007-2008), by
Tarek Al-Ghoussein, where a natural sand heap is portrayed covered by a brilliant blue tarpaulin,
also visually evoking — in an un-resistible mental association — the sense of erosion and surface
alteration that is at the core of the Sorites paradox (although unmistakably unrelated when it
comes to the concept of the work).

20 By anamorphosis we refer to a distorted projection or drawing which appears normal when
viewed from a particular point or with a suitable mirror or lens. From Greek anamorphésis
‘transformation’.

21 Seymour Chatman, Coming to Terms. The Rhetoric of Narrative in Fiction and Film, lthaca
1990; Christian Metz, “Remarques pour une phénoménologie du narratif”, in: Christian Metz
(Ed.), Essais sur la signification au cinema, Paris, 1968, pp.25-35; Frangoise Revaz, Introduction
a la narratologie: action et narration, Brussels 2009; Jean-Marie Schaeffer, “Narration visuelle
et interpretation”, in: Jan Baetens/Mireille Ribiere (Eds.), Temps, Narration & Image Fixe. Time,
Narrative and the Fixed Image, Amsterdam 2001, pp.11-27, among the negationists; Werner
Wolf, “Narrative and Narrativity: A Narratological Reconceptualization and lts Applicability to the
Visual Arts”. In: Word & Image 19 (No.3), 2003, pp.180-197, among the supporters.

The main source of information for this section remains Klaus Speidel, “How single pictures

tell stories. A critical introduction to narrative pictures and the problem of iconic narrative in
narratology”, in: Katarzyna Kaczmarczyk (Ed.), Narratologia transmedialna. Wyzwania, teorie,
praktyki [Transmedial Narratology. Challenges, Theories, Practices}, Krakow 2018, pp.1-87.

22 Picture is here used in the wider sense of images, of visual objects, in opposition to textual
evidence. See also Lessing's distinction (Gotthold Ephraim Lessing, Laocoon or the Limits of
Poetry and Painting, London 1853 [originally published in German in 1766], p. xviil) between
“poetry” and “painting”, where poetry often refers to all arts “in which the imitation is also
progressive” while “painting refers to “plastic arts generally” (Speidel, p.87, note xv)

23 “Franz Wickhoff (“Der Stil der Genesisbilder und die Geschichte seiner Enwicklung’, in:
Wilhelm Ritter von Hartel/Franz Wickhoff (Eds.), Die Wiener Genesis, Wien 1895, pp. 8-9)
distinguished three different styles of evoking a story in pictures, according to the number of
episodes depicted in one image: “distinguierend”, “completierend” and “continuierend”. Pictures
made according to first modality only depict one moment of a complex narrative, pictures following
the second modality combine different moments, but do not repeat any persons, pictures made
according to the last modality are what is often called continuous narratives, where persons are
indeed repeated and distributed in a landscape” (Ibidem, p.25)

24 Tzvetan Todorov, Grammaire du Décaméron, Mouton & Co. 1969, p.10, quoted by Speidel, p.3
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Artist Conversation

with Cristiana de Marchi

This conversation is based on readings from the following
reference literature that the artist and curator have
discussed over the past months in preparation for the
exhibition:

Briony Fer, On Abstract Art, Yale University Press, 1997
Hito Steyerl, The Wretched of the Screen (Eds. Julieta

Aranda, Brian Kuan Wood, Anton Vidokle), Sternberg Press,
Berlin 20122

Cristiana de Marchi

The artworks presented in this exhibition - which consists

of an entirely new body of work - investigate the dialectic between
an autobiographic component and the abstraction of a visual
solution that suggests intimacy while denying it at the same time.

Shaikha Al Mazrou

CDM

SAM

CDM

Actually, such a dialectic between autobiography and abstraction
for me results in a multitude of questions: What is the essence
of existence or the essence of a person? What is common and
what is shared? The dichotomy of unity that can happen or be
understood through separation.

Even our own conscious state as described by the Prussian
German philosopher Immanuel Kant is an understanding of many
separate sensory states at once. For instance, in the gallery space,
you might see a shade of blue sand while hearing the whispers

of the other visitors and at the same time sense a light breeze from
air-conditioning vents.

These are all understood at once as a single conscious state of
the self but also as individual sensations - the whole and the parts.
All the separate works in this solo exhibition can be seen

in this regard. | call it the Autobiography Of A Color as a unifying
term, but manifested in different states.

| find the following quote to be a great introduction to your most
recent body of work: “... works which go under the name abstract
and stage fantasies..."® How would you describe the interaction
between the formal abstraction and the emotional content of your
current practice?

My current practice is seeking a position in the Autobiography Of A
Color, a color seen in a dream, a shade of blue. I'm giving it physical
expression through my sculptural practice. It's like a documentation

of my experience of the color, it has a story to tell.

In one of my works, Close To The Coast But Not Too Close, | look
into the Sorites Paradox, which looks at a heap of sand and asks
the question: if we remove one grain of sand at a time until there's
only one grain of sand left over, when does it become a non-heap?
When did that moment pass that we can define the heap as a
heap? Of course, there is a sense of absurdity, vagueness and an
unrealistic assumption in this question, but the Sorites Paradox has
become famous for its significance within logic and philosophy and,
essentially, for classifying and quantifying the phenomena around us.

Briony Fer’s book states that “the term ‘abstract'... stands for a type
of art which does not allow us to interpret it with reference to what is

New works by Shaikha Al Mazrou
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depicted...™. This is a general statement, yet one that allows space
for exploring very personal, or critical questions without disclosing
the essence of the investigation, thus concealing it, and protecting
the artist to a certain extent. Does this apply to your practice?

An artist gives the visitor an experience or a space to understand a
work of art, in my case, exploring the meaning of color in an abstract
form and the different ways it can be seen. | agree, there's an
intention for the work to live in this space of ambiguity. Through my
mind’s eye, my work can take on metaphors in its formal qualities.
Yet this can only live in my mind and through my experiences.
Making art is an expression - may it be abstract, formal or literal - |
can only give it life through the work | make, so something will
always be concealed and | don't mean to negate or contradict this
notion.

In the opposition between fulfillment of the “traditional” requirements
and introducing points of rupture, where do you stand?

We always inherit and we cannot deny it, we constantly learn, the
contemporary comes from a place in history, yet there is always the
urge to push boundaries and norms and this is where the rupture
takes place, or rather | would call it evolving.

“... being in the shadow of a ‘master’ is the fate of the woman artist
in particular”.* Who would you consider to be your master/s and do
you feel shadowed by any of them?

We're all students of life at the end. It's always a gain of experience,
you take a multiplicity of elements from people that surround you,
you can owe gratitude to those elements, but you always know
that through the amalgamation you've created something that's
completely new, unique and of your own.

| would like to address some more thoughts on your abstract
practice in general and the way in which movement is captured.
Allow me to quote the German scholar Hito Steyerl in her essay
titled “In free fall: a thought experiment on vertical perspective”
Hito Steyerl states: “Falling is relational — if there is nothing to fall
toward, you may not even be aware that you're falling™.

| find this quote very fitting because your sculptures are based on
physical suggestions of tension, instability and potential imbalance,
therefore implying the notion of falling as a possible outcome. How
do you express the relationality of falling in your work?

SAM

CDM

SAM

CDM

SAM

CDM

For me, falling does not necessarily mean falling apart and indicating
a negative outcome, but it could also allude to something more
positive like “falling into place”. Falling is a transition, it's a place in
between. Hito Steyerl elaborates on the perspective of verticality
when she argues the notion of falling. In a vertical perspective, there
is a multitude of representations. Not just a vertical perspective of
floating, but there is also a vertical perspective when you are falling -
the horizon multiplies, fragments, distorts and shards. Consequently,
the idea of the groundless to me is an invitation to question the
necessity of the ground, to explore the sensitivity of expression in
the state of lexical ambiguity, for example, in the title of the show
‘Rearranging the Riddle’. The core of this project documents an
experience made visible following moments of destruction.

The German Jewish writer Carl Einstein attacked abstract artists

in 1929 as “moralists of pure form preaching for the square, filled
with mathematical drunkenness™. Your work has been often
complimented for its highly researched and attained precision. We
certainly live in a different society from the Paris of the early XIX
century and being a “moralist” could be here considered by society
as a positive quality. How do you position yourself, both as an artist
and a woman, respectively towards moralism and moralism of pure
form?

| like to challenge the sanctity of form, my work lays in-between
formal and abstraction. | don't preach the sacredness of the object
or form, | take pure form and challenge its physicality. Also my
practice isn't consciously married to any moral questions, there is
a universal language in the work | make, but I'm sure there can be
something said about learning and challenging our predecessors
finding our own voice.

Can you elaborate on that, also based on your role as an educator?

Yes, artists that started the minimalist movement are mainly male,
the German born American artist Eva Hesse for example is
considered a post-minimal artist. | never fell into the confinement
of sexual differences. Even in my role as an educator, my work
never addressed feminist aspects, so | never fell into this, it's not
even problematic, thankfully. Today we can notice there is less of a
differentiation between the sexes in the art platforms.

[ find that the German French sculptor Hans Arp, with his
‘biomorphic’ and ‘organic’ formal language, is reflected in some

of your works, starting with some older pieces (Inside Out, 2012;
Untitled, 2012) and reappearing in the lronic Experiments through
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Semi-System, 2017 series. Regardless of the way the curved
surfaces seem to contrast and evade the geometric, the grid and
the straight line, they are highly structured works. This tension
between biomorphism and geometry can be a metaphor for a wider
opposition between nature and mind, instinct and morality. What is
your take on this opposition?

Yes, I'm interested in the dichotomy of meaning. | imagine the
metaphor of a string pulled in opposite directions: meaning is
created in the string, in that moment of tension. It's a dialogue,
between the forces of repulsion and attraction, this creates two
states, a tension or letting loose, and it is reflected both conceptually
and physically in my work. Through physical or conceptual
structures, when we say the word organic, there is always an
opposition and this is a constant practice where you can always
sense the existence of tension in the works.

In this regard, | think that language is quite important. Arp writes
“Stones [pierres] are tormented like flesh [chaire], suggesting that
stones look like flesh and also that any visual resemblance between
them is mediated by language: for it is in the rhyme of words
(pierre and chaire) that they intersect, that is, in language” (/bidem).
Language is here intended as a conciliatory terrain, between the
inanimate and the animate. What is the role of language in your
practice?

It's inseparable, that's exactly what it is, the titles of my work are very
poetic, they carries a lot of meaning. In the realm of this, inanimate
(the art object) and the language (the titles of the works) suggests
both its concealment, and, in a way, it also becomes exposed. I'm
intentionally anthropomorphizing with the understanding that it will
always live in an in-between place.

Briony Fer wrote: “What Arp had been so struck by was the
deterioration his work had suffered. [...] ‘The work decomposes
and dies.” This made him reflect on his own sense of what it was
to complete a work; and how much a delusion was the idea that
a work could be ‘completed ..."®. Are these considerations of
deterioration and completion ever present in your process and
approach?

Not necessarily in my previous work, however, in my current practice,
| have been embracing deterioration and translating it into physical
objects. | don't think an idea or work is ever complete, an idea is
always in transit and that state of transit is in constant change.

CDM

SAM

CDM

SAM

CDM

SAM

“... a disruptive reflex, where the ‘perfect balance’ that he wanted
to achieve, ... breaks down™. | have personally witnessed some

of your struggles with material and process, and | am interested in
your relation and response to “failure” when it comes to the creative
process.

Throughout my practice I've learnt to stage failure. When there

is something incomplete or the idea of work in progress. Failure
doesn't mean that there is a lack of success, it could be an attempt
to see something new. Going back to the previous idea, the act of
slicing the whole is a negation of completion.

“... the problem remains how far the biographical account can
explain the complex effects of the work"™. Rather than “an economy
of loss” your most recent works seem to refer to a stratification

of experiences, an accumulation of relational exchanges, an
overstimulation that urges to be exteriorized, almost ‘extruded’. Will
posterity have access to your diaries?

There are some things that you can’t put into a diary. Art allows you
to take away layers but keep the veil of metaphoric skin. The veil

of a metaphor is a catalyst of translating meaning. | don't want it

to be a narrative, it's about giving people access to an experience.
Concealment may be part of my current artistic disposition, as
mentioned previously, a dialectal tension between laying yourself
bear, or regulating the level of access. We go back to the dialectic of
concealment and exposure, metaphorically speaking. By displaying
art in a public realm, you are allowing to give authority for your works
to be read. There is a level of that documentation of those intangible
experiences.

“In Freud's terms, whilst mourning involves the loss of an actual
object, melancholia involves some kind of loss of the self, or a part
of one’s self, which can result in a kind of narcissistic injury. ... both
mourning and melancholia involve the loss of an object, and ... loss
is the founding fact of psychic life"". As alternatives are thinning,
which one is your standpoint: mourning or melancholia?

There's also the contrary of that. From a humanistic perspective,
which can also be like two sides of a mirror for this Freudian idea.
One of the works created, namely To Create Meaning In Perception,
searches for the color through a reflection and its shadow. When
you find something that becomes a part of yourself. However,

there is an aspect of melancholia because something is always
there, but never really a complete part of you. From a psychological
perspective, what does it mean to acquire something that you didn't
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know was a part of yourself to begin with? Through that experience
of acquiring, can you start to reacquire this Freudian rupture that
you experienced from childhood and what would it feel like - is it
melancholia? | believe there's a part that could be that, but another
part maybe not...

CDM
Lastly, let me ask you about your audience and quote from Fried’?
“ .. a problematic of the spectator. And he {Fried} dealt centrally
with the idea of the bodily experience of Minimalist work, the
body's orientation, the points of view, which made it so incurably
theatrical...”®. This seems to equally apply to your work, regardless
of any ‘stylistic’ classification. How important are considerations of
the spectators’ physical interaction with your work in the creative
process?

SAM
Previous works were merely a formal invitation to engage the
spectator in a direct sensorial, physical engagement. Nonetheless,
in this current body of work, there's a new kind of invitation, an
invitation to the audience through poetic objects that express
emotions.

1 Briony Fer's On Abstract Art (Fer 1997) “introduces abstract painting and sculpture of the
twentieth century and explores new ways to think about abstract art and the problems of
interpretation it raises”, plays a fundamental role. The chapters that have served as the starting
point for the conversation are respectively: “The Laws of Chance*, (pp 55-76) and “Bordering on
Blank: Eva Hesse and Minimalism* (pp 109-130).

2 Hito Steyerl, The wretched of the screen (Steyerl 2012) collects a number of Steyerl's landmark
essays from recent years in which she has steadily developed her very own politics of the image.

3 Fer 1997, p.5.

4 Ibidem.

5 Fer 1997, p.124.

6 Steyerl 2012, “In Free Fall: a Thought Experiment on Vertical Perspective”, p.13.

7 Fer 1997, “Introduction”, p.2.

8 Fer 1997, “The Laws of Chance”, p.73.

9 [bidem, p.74.

10 /bidem, p.120.

11 Ibidem, p.124.

12 “The problem of literalness was most persuasively brought into focus by Michael Fried in his
much discussed and fascinating critique of Minimalism in ‘Art and Objecthood!, first published in

Artforum in June 1967 (Fer 1997, p.125).

13 Fer 1997, p.126.
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Rearranging the Riddle

Unspatial Objects:
Art Against Image

Jay Hetrick

“not painting, not sculpture. it's there though.

I remember | wanted to get to non art, non connotative,
non anthropomorphic, non geometric, non, nothing
everything, but of another kind, vision.”

Eva Hesse, “Untitled Statement”

“The blue sky yawns beneath the dreams, the dream escapes
from the two-dimensional image; soon in a paradoxical way
the airborne dream exists only in depth, while the other two
dimensions, in which picturesque and painted reverie are
entertained, lose all visionary interest.”

Yves Klein, “The Evolution of Art towards the Immaterial”

Rearranging the Riddle stages various (im)possibilities of seeing, saying
and, ultimately, knowing. A particularly human affair. But the mise-en-

scene is not merely the space of the gallery and the specific objects are

not simply a collection of odd characters. There is no narrative. What we

are presented with, following the words of Donald Judd, is a constructed
environment that includes “one thing after another” where the relations
between these things is “not rationalistic.” Like all good post-Minimalist
work, we ourselves become just another object within the space. If we place
ourselves somehow above or outside the relationality that the work demands
- for example, by actually attempting to solve the riddle or by visually
rearranging the objects like so many pieces of furniture in a room - we miss
the point. This is not a riddle to be solved. That kind of simplistic logic, as
Judd suggests, has already been “pretty much discredited’" Rather than a
narrative or a riddle, we have, as Shaikha Al Mazrou instructs us, a series of
poetic paradoxes that continue to open up to endless horizons evoked by a
hundred shades of blue. Any kind of imposed interpretation from our side is
immediately resisted by the subdued formal structure of the work. Meaning,
which is seemingly emitted from the specific objects as their necessary
excess, continues to hover in fragments, and without resolve, between them.
These poetic gaps in meaning, dramatized by the various spaces in between
held in tension by the work, point to the failure of our all-too-human need to
communicate directly. As Franco Berardi says, “poetry is the language of
non-exchangeability, the return of infinite hermeneutics and the return of the
sensuous body of language that cannot be reduced to information’ There
is a sense of limbo, an anticlimactic sense of deeper meaning that is being
withheld or otherwise cannot be represented, which is hinted at with formal
blanks and discontinuities. But this failure of clear meaning is not something
to be mourned. The blue here cannot bear the same significance as it

does for the early Picasso. Rather, it evokes something closer to what T.E.
Lawrence experienced in his journeys to this part of the world, in his visions
of the vertiginous expanse of sea and sky.

We might label this type of work Installation, and therefore focus on the
ways in which objects are arranged within, and therefore rearrange our
experience of, space. Or we could label it Participatory, since the individual
titles encourage a cognitive, rather than merely phenomenological,

relation to the work. But by calling the pieces “unspatial objects,’ | would
like to highlight the specific post-Minimalist lineage to which Al Mazrou

is intimately intertwined. Since the mid-1960s, with the publication of
Judd's “Specific Objects” and Lucy Lippard'’s “Eccentric Abstraction,’
contemporary art consciously took a step towards deliberately confounding
traditional dichotomies. For example, between painting and sculpture, form
and content, movement and stiliness, figurative and abstract, visual and
conceptual, sensuous and geometric, beautiful and ugly, high and low.
With this new art, Lippard claims, “opposites are used as complementaries
rather than contradictions!’ As a result, it tends to become “anticlimatic,
with no crescendo or buildup of forms”® Similarly Eva Hesse said of her
work, in relation to Lippard’s conception of eccentric abstraction: “It is the
unknown quantity from which and where | want to go. As a thing, an object,
it accedes to its non-logical self. It is something, it is nothing™ By the time
of Judd's first solo show, he had completely abandoned painting in order
to produce what he called “three-dimensional work;" neither painting nor
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sculpture but art that took the form of reliefs and free-standing objects. This
work “obviously resembles sculpture more than it does painting, but it is in
fact nearer to painting’ It makes possible the utilization of any arrangement
of materials and colors, but it rarely involves anthropomorphic figures or any
overarching structure and should therefore be experienced as “open and
extended, more or less environmental” rather than as a bricolage of singular
objects. The language of Lippard, Hesse, and Judd points to a non-dual
logic, a paradoxical third space that informs an attitude towards art making
itself, much more than it prescribes a particular kind of constructed object.
As Judd famously stated, such work “only needs to be interesting." This
paradoxical attitude is everywhere in Rearranging the Riddle. Traditional
dualistic logic, the kind that looks for “clear and distinct” communication

- as Descartes put it - wants to solve the riddle, to put Humpty Dumpty
back together again. But even a child knows that's impossible! Therefore,
we are continually confronted with the utter disorientation that Lawrence
experienced in the seemingly endless expanse of the Arabian landscape:
the collapse of linear perspective, the vagueness of near and far, the
unstable shifting of perception, the blurry line between sea and sky, the
irrecoverable layers of memory, the materialization of an ambience, the
confusion of difference and identity, the numerical maps that can no longer
be deciphered.

Al Mazrou tells us that color has a three-dimensional presence. Again, this
makes sense within the current context. In the solo show mentioned above,
Judd exhibited a series of cadmium red Minimalist objects. As he notes,
sculpture in the European “tradition” - which he was desperately eager to
move beyond - was typically not colored. And he consciously sought to find
a specific hue for his new “three-dimensional work” that was stripped of its
descriptive and illusionistic function. For him, real space is more important
than pictorial space. Judd settled on the idea of monochrome since - as

he learned from old guard modernists like Malevich and Mondrian - more
than one color displayed on the same plane creates perceptual depth.

His motivation was less a formal decision towards abstraction than one

that was meant to disallow not only meaning and illusion, but any hint of
personality and emotional depth that may arise from them. Contra Abstract
Expressionism, Judd's specific objects cannot be documents of the artist's
innermost self. Like traditional logic, such ideas were no longer credible.
Rather than the idealism of Malevich's pure white, Judd was most inspired by
Yves Klein's propriety blend of synthetic ultramarine. Judd gave up painting
precisely because he believed that the medium had been exhausted. Klein
had already taken it as far as it could go, projecting itself from the flat surface
without creating the illusion of space: “they are simple and broadly scaled,
they tend to become objects!"” At the same time, unlike most other painting,
“Yves Klein's blue works are the only ones that are unspatial® That is, Klein's
blue period is full of unspatial objects that emerge from a paradoxical logic
“beyond dimensions,” which has the capacity to immerse the spectator

in a boundless expanse. These unspatial objects confound the traditional
dualism between the material and the immaterial without plunging into the
personal. They simply document the autobiography of a color.

This is the art historical context from which we can begin to approach
Shaikha Al Mazrou’s current work, and from which we can confidently say

that she has emerged as a contemporary artist of international standing.
The flip side of this statement of course entails that what we see on

display is not simply a repetition of the same. One of the key dualisms put
into tension in her work is precisely the relation between abstraction and
autobiography. Unlike Minimalism proper, there’s no serial repetition. Rather,
what on first glance feels like cold, inert material comes to life in its continual,
if imperceptible, differentiation from itself: in medium, in material, in form, in
the particular shade of blue, and especially in the open expanse of poetic
metaphor. It is this embodied and poetic element that also differentiates this
work from Hito Steyerl’s classification of contemporary art as “image spam,’
which flows like digital currency with increasing velocity and intensity across
borders. Steyerl's position reductively assumes that we live in an information
economy that has moved away from “industrial modes of production”

and that, with regard to art, it is the “spectators that are transformed

into workers?® Al Mazrou's labor-intensive process clearly refuses the
former. And, despite the invitation we receive through the very title of the
exhibition - Rearranging the Riddle - I've suggested that this is to be read
ironically. Contrary to Steyerl's claim about how contemporary art is typically
consumed, the audience is ultimately unable to “(re)master the show, to
tame the unruly multiplicity of its meanings, to pronounce verdict, and to
assign value!"® At this point, we should recall that Yves Klein borrowed

the poetic quality of blue from a passage in Gaston Bachelard's book Air
and Dreams and simply conclude that “the ironist sleeps happily because
nothing can awake her from her dreams.""

1 Donald Judd, “Specific Objects] Arts Yearbook 8 (1965), p.77

2 Franco Berardi, The Uprising: On Poetry and Finance (New York: Semiotext(e), 2012), p.147

3 Lucy Lippard, “Eccentric Abstraction;’ Art International 10.9 (1966), p.83

4 Eva Hesse quoted in Lucy Lippard, Eva Hesse (New York: New York University Press, 1976), p.131
5 Judd, “Specific Objects; p.81

6 Judd, “Specific Objects; p.80

7 Judd, “Specific Objects;’ p.78

8 Judd, “Specific Objects; p.79

9 Hito Steyerl, The Wretched of the Screen (Berlin: Stemberg Press, 2013), p.65

10 Steyerl, The Wretched of the Screen, p.71

11 Berardi, The Uprising, p.169
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2020
Glass laminated with film
220 x 90 cm each

The work questions and investigates the structure of our reality and reflects
on the perception of time, both literally and metaphorically. The viewer

is confronted with visual, instable, spatial and temporal conditions. Five
panels of glass, each capturing a shade of blue that reflects and refracts to
create a constant change and set things into motion. It captures the body's
perception of the world and itself in it.

By employing mirrored and reflective surfaces, the work encourages viewers
to become conscious of their own act of looking and to recognize how
restricted perspectives enforce meaning outward.
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2020
Hand made paper
42 x 29.7 cm each

Making paper by hand is a form of an artistic expression on its own.
Through formal reduction and abstraction, | intend to preserve memories
into sculptural form. The absence of the text is a signifier to uncover hidden
narratives. The stack of the paper acts as layers of meaning.

The process of making the paper from pulp to a defined shape becomes
the enactment of an experience. Remembering, breathing, sleeping, calling,
waiting, counting, going, coming, warming, sweating, emptying, filling,
working, traveling. Art is experienced fleetingly, an artifact of a memory as a
form of doing. All of this begs the question of what remains.
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An Autobiography
Of A Color

2020
Cast Pigment
27 x 12 cm each

Color has a three-dimensional space, an attribute. Hue, saturation and
values are visual experiences that purely depend on light. If light was
absent, so is the color. | used the medium of paint as the subject itself.
Going through market labels, | carefully chose different shades of blue
that captured an environment through their labels. Those labels materialize
an ambiance, an intensified ambiance. An evocative condensed title that
transforms color into a physical experience, aimost an imaginary space
created from within.

Distance, time and temperature are physical measurements; however, color
notation is a visual experience that depends on an individual observation,
just like the perception of smell, touch and sound.

From a marketing perspective, color labels create an emotional impact
without changing the actual color. For example, a color sample titled ‘Blue
to the bone' refers to a melancholic state or emotion. Such a perceptual
supplement is significant in creating that impact.

Fifteen blocks of blue shade colors, an appropriation of the color samples
found in a shelf market, are casted with an embossing carrying their titles.
Arranged carefully, the titles display a poetic statement taking the viewer on
ajourney.

“A color has many faces, and one color can be made to appear as two
different colors” — Joseph Albers
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2020
Copper
Variable dimensions

The word anamorphic comes from the Greek Ana (again) and morphos
(form). It refers to a distorted image. In this work, I'm interested in the
distortion of the different forms.

When do they collide? Where does the transition take place?
If we slice the whole, where is the halfway? How middle is the halfway? Is it
somewhere in between? When do they become one, connected?

Two non-identical forms, a moment where the difference is collapsed. If
identity depends on differences and this very ‘difference’ collapses, the
identity collapses too. The work shifts in its perception. It suggests and
signifies other things beyond themselves. The size of the form and distance
are interrelated. Perceptions are relative, as the size shrinks, the distance
increases.
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Cristiana de Marchi (born ltaly) currently lives
and works between Dubai and Beirut. She holds
a Bachelor of Arts with first class honours in
Literature and a Master’s Degree with first class
honours in Archaeology from the University of
Torino (ltaly), and a Master’s Degree from the
University of Roma (ltaly) in Cultural Mediation
and Museum Pedagogy. In 2012 she completed
a Course in Curatorial Practice, organised by
the California College of the Arts, U.S.A. in

partnership with Emirates Foundation, Abu Dhabi.

Cristiana de Marchi has cooperated with

several universities and cultural institutions
(among which, Politecnico di Torino, Facolta

di Architettura; Cultural Service of the Italian
Embassy in Lebanon; Lebanese National Council
for Scientific Research; Saint-Joseph University,
Beirut) and has been the in-house curator at
The Flying House (2008-2012), a collective of
U.A.E. pioneering visual artists, gathering around
Hassan Sharif leading figure. In 2011, Cristiana
has co-founded Empty10, a studio and exhibition
space in Dubai, with Emirati conceptual artist
Mohammed Kazem.

An artist, curator and writer, she has lectured
widely on art and, in addition to publishing
articles and essays in catalogues and magazines
devoted to contemporary art, conducts personal
artistic and literary research.

Her recent curatorial projects include, “Homage
without an Homage” (Art Dubai, 2017), a
collection of 12 artists paying tribute to the

late Hassan Sharif; “Is Old Gold?” (DUCTAC,
Dubai, 2017), featuring 15 U.A.E. artists and
reflecting on the generational gap between the
“5 U.AEE” and the latest generation of Emirati
artists; “Poetics of Absence” (1x1 art gallery,
Dubai, 2017), featuring the works of 13 local,
regional and international artists dealing with the
theme of absence, separation and nostalgia;

“A Public Privacy” (Dubai Community Theatre

the use of body in the Gulf Countries.

During the 2015-2016 season de Marchi
has held the Ciritical Dialogues Programme
workshop at Tashkeel, Dubai, where she
has also animated “At the Core” studio visits
programme in 2017 and recently mentored
within the frame of the Critical Practice
Programme (2019-2020).
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