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Time Stretches
in Folds

"A general shortness of breath befalls
the world."' Byung—Chul Han attributed
the crisis that people in modern society
feel about the fragmentation of time and
the rapid disappearance of time to the
shrinkage of the "present".” Time has
meaning due to finality, and every present
embraces the past and the future. If
the present loses its pivot and direction
and is no longer in any gravitational or
tensional relationship with each other, it
will shrink into an atomized, punctiform,
and discontinuous point in time. Such
present makes people feel that it is
fleeting. People rush between events,
information, and pictures, tired of bustling
and taking fleeting glances. In contrast
to this discontinuous life experience
in a similar way to "film-shooting", the
paintings by French artist Diane Dal-Pra
feature an infinitely extended still frame.
If the above understanding of time is
used for interpretation, rather than that
the artist is freezing a certain present
moment and reproducing a random scene
or moment in life, it would be better to
say that she is infusing into each present
that is tiny, trivial or even unworthy of
mentioning the possibility of connecting
with another present, and weaving a
network that is closely intertwined and
continuously connected with memory; she
carves the texture of time into a layered
network labyrinth, so that time stretches
in folds.

Dal-Pra's paintings feature images
commonly seen in daily life, such as the
human body and textiles. She usually
begins with composition, capturing
the nuanced relationship between the
body and the things around, but does
not seek precise or defined narratives.
This is largely due to her use of textiles
and her thinking about the relationship
between two sides of an object. Since
the birth of classical art, clothing or

decorative fabrics have been a crucial
tool for artists to depict human bodies or
create situations, which have long been
part of the language of painting and
sculpture. However, with the presence of
characters, textiles are often regarded as
accessories and play a secondary role.
On the contrary, Dal-Pra gives equal
weight to the relationship between bodies
and clothing, objects and covering,
space and draperies. In her early works
from 2019 to 2020, characters are often
entangled, tied, and embraced with the
surrounding objects in weird, curled—
up postures, as if they were composites
packed in blocks; the thick and fluffy
clothing expresses the characters'
postures, emotions and identities while
covering, concealing, wrapping and even
engulfing their bodies, presenting the dual
contexts in which they are contradictory
but mutually dependent with each other.
After 2021, building on her previous series
of works, Dal-Pra continued to develop
her interest in transitional states and in—
between spaces inspired by her personal
experience with insomnia and awareness
of other lonely, private moments, further
exploring the ambiguous relationships
and states between bodies and objects,
consciousness and perception. She
attempted to give the human body,
textiles and other surroundings partially
isomorphic shapes, so that objects
cross the boundary between organic and
inorganic bodies, becoming extensions
of the body, while the body gradually
dissolves and fades into the folds and
textures of objects. In Under the Table
(2021), ambiguous shapes such as the
braid-like table legs and the human
silhouette behind the curtain portray
a visual illusion and imaginative space.
Textiles even play a prominent role in
recent pieces such as Memory of Contact
(2023) and Dissolute Childhood (2023),
whose anthropomorphic shapes suggest

the absence of the body, revealing the
ambiguity between presence and absence,
rationality and aberration.

Titled as "Inside the Folds", the exhibition
at Yuz Project Space of Art not only
carries on Dal-Pra's long—standing interest
and practices around the aesthetics
of textiles and the theory of folds, but
also intends to suggest an in—between
zone. Folds are ubiquitous, according to
Deleuze's inventive philosophical concept
of "fold (pli)", which draws on Leibniz's
"monads". If the world is regarded as one
large fold, mountains and rivers, plants
and animals, streets and buildings are all
smaller folds within it. Waves are folds of
the sea; the smaller vortices that emerge
from a whirlpool are folds of a fold; no
matter how small a water drop is split,
its soul remains in its smaller body, so
the fold itself is "a fold of two folds", and
is always between the two folds.® Dal-
Pra also extends this philosophy to her
understanding and application of the
poetics of folds. She depicts not only
the pleats of clothes, the folds of bed
sheets, and the drapes of curtains, but
also intends to create different forms of
folds by reflecting the construction of
staggered and layered spaces, the folding
of body shapes, and the description of
minute details.

First of all, in Dal-Pra's paintings, draped
bedding, curtains, window screens and
other fabrics often take up at least half
of the canvas. While presenting the
relationship between scenes and dividing
the image, they also give the image more
depth and breadth. In Suspended Time
(2021), a dark green curtain splits the
entire image into two parts from the
middle. Behind the curtain that is drawn
to the lower right corner, a translucent
blue veil is hidden, revealing a lampshade
and wooden bed. The wood grain and the
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lampshade pattern, which are obscured
by the veil, gradually show their original
textures and colours on the left. The
wooden bed and hair that border the
lampshade's edge shimmer in the dim
light, and the human silhouette is looming
behind the lampshade, suggesting the
hidden light source and the presence
of a person. Dal-Pra cleverly chooses
a partial eye—level angle, rather than a
panoramic view. The familiar posture and
scene evoke viewers' physical experience
and memories, making it easy for them to
place themselves in the theatre depicted
in the painting, as if they were standing
in front of the curtain inside the room,
gradually approaching and opening the
folds of each layer of space as their line
of sight shifts.

Secondly, Dal-Pra often presents the
human body in a folded posture, which is
particularly evident in her early portrait
paintings where figures are bent over
or leaning forward. Though most of the
works in this exhibition do not show
characters' overall posture, or even
purposefully downplay the presence of
the body, the artist's approach of folding
to the body still adds many possibilities to
her works. In The Other Room (2021), she
uses four gradually slanting, curved lines
to represent clothing pleats. Together with
the arc of the character's shoulders and
the back of the head, she outlines a figure
who is partially resting against the wall
and partially in bed. The folds that come
together toward the lower left corner
seem to accumulate a potential energy,
showing the body's downward inclination,
while the head leaning against the wall
extends upward along the direction of
the folds, resisting the downtrend. The
folded, curved body, attached to the right
wall and the bed at the bottom, is in a
stable balance, as well as a gravity—free
state without coordinates and directions.
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This releases a kind of subtle tension
between motion and stillness. In addition,
the artist has designed for the character
a nightgown adorned with patterns of
intertwined flowers and leaves, and
folded human bodies. The weird postures
are reminiscent of the men and women
indulged in lust and pleasure in Bosch's
The Garden of Earthly Delights (ca.
1495-1505) and the naked women in
André Derain's Les Bacchantes (ca. 1945).
The pattern outlined by monochromatic
lines covers the body like a maze with
no way in or out. It also looks like a
slightly engraved relief or a looming
totem, staging a boisterous carnival in
the overall tranquil painting. These fine
textures embody the character's fantasy
and dream, creating folds that link the
external space to the internal one, and
the material world to the spiritual realm.

Dal-Pra seems to create such details in
her works intentionally. She often applies
pointillism or flat colouring to depict the
subject of the painting. Her restrained
use of low-saturated colours in small
amounts establishes the overarching
stagnant tone of the painting, rendering
the textures of the human body or
textiles — which are made up of large
colour blocks — an unadorned dullness.
In contrast, she seeks to recreate hair in
every tiny detail. Exquisite buns or braids
are outlined with neat, delicate lines. Her
precise use of colours produces a hyper—
realistic, high—definition visual effect by
highlighting subtle gloss changes in the
distinct hair strands. Compared with
the hair reproduced using a generous
scale in Domenico Gnoli's paintings, the
enlarged tiny details separate hair from
its typical context and transform it into
an abstract landscape between reality
and illusion. While paying homage to
her predecessor, Dal-Pra goes one step
further by incorporating the intertwined,

tangled hair into a game world created
by herself. For example, the new work
Out of the Blue (2023) maintains her
consistent compositional approach, that
is, to construct a separating horizon at the
bottom of the image so that the subject
stands in solid soil. If the plush fabric
on the ground is real and the light blue
background above is virtual;, the fishbone
braid is real and the body that gradually
blurs into the background is virtual; the
moth with its wing texture clearly visible
is real and the string curtain drawn with
simple lines is virtual, then viewers will
constantly alternate between virtuality and
reality, as if walking into a fantasyland of
emptiness. Interestingly, a portion of the
blue string curtain is braided into a strand
of hair and twisted around multiple times,
as if being gulped into the whirlpool of
hair; while the outline of the hair also
blends into the background colour along
its curve, as if it is involved in a greater
illusion. The breakage of the string curtain
is perhaps a gap into the void, but the
moth is flying from the void towards the
reality outside the canvas. Details cause
deviations from the tout ensemble® of the
image, triggering a "sense of surprise”
among viewers, and they also become the
key to observing and understanding the
painting. Neat tassels, dangling fringes,
and metal chains are recurring elements
in Dal-Pra's paintings in addition to hair.
Other special details include the moth
in Out of the Blue, the embroidered hut
in Parallel Paths (2023) and etc. These
details are as elusive as a mystery due
to the overall context of the image, but
they are realistic and delicate, just like
the spinning top that symbolizes the
"real world" in the movie Inception, which
become an anchor point connecting the
real world. They also serve as a starting
point for solving mysteries in this game
world, initiating open interpretations and
associations on different levels of folding.
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Notably, Dal-Pra chooses oil paints
on purpose for her works of art. The
Renaissance saw the beginning of this
medium's widespread use and technological
progress. Her study on and inheritance of
the exquisite skills from the glorious period
are evident in her works, which feature
the artistic style of classical painting.
Meanwhile, she has also been greatly
influenced by other historical styles such
as Mannerism, Surrealism, and the history
of painting in the 20th century. Oil paint
itself is temporal in nature. It dries slowly,
which allows the artist to make repeated
adjustments to faithfully reproduce nature,
and makes it possible for the artist to
superimpose layers of colours, depict fine
details, and create atmosphere and tonality.

Through ascetic colour choices and
rational compositions, Dal-Pra precipitates
and carves time into sculpture-like
existences with a sense of volume and
weight in the process of meditation.
This also makes Dal-Pra's paintings,
regardless of the subject matter, resemble
Stilleben (still life), presenting a "peaceful,
still and silent world"® that is detached
from the busy reality. Todorov used this to
characterise the stillness in Jan Van Eyck's
paintings, arguing that the latter did not
reproduce the world, but "crystallized
what he saw in his heart on the canvas";
likewise, instead of describing the world,
Dal-Pra presents the crystallisation of
her memories. Just as Proust opened the
tunnel of time with a few pages of brilliant
narratives about sleep and dreams at the
beginning of In Search of Lost Time, when
stepping "Inside the Folds" created by
Diane Dal-Pra, we seem to wander freely
among the memories and perceptions of
the past and the present amid floating
thoughts: from the touch points that
evoke synaesthetic memories in sleep
to the present moment of introspection
in pursuit of inner balance, in vague

N

sleepiness we recall the shapes and
textures of childhood, which then switches
to the surfaced or submerged dreams of
adulthood...

"... then the memory, not yet of the place
in which | was, but of various other places
where | had lived, and might now very
possibly be, would come like a rope let
down from heaven to draw me up out
of the abyss of not-being, from which |
could never have escaped by myself; in
a flash | would traverse and surmount
centuries of civilisation, and out of a
half-visualised succession of oil-lamps,
followed by shirts with turned—-down
collars, would put together by degrees
the component parts of my ego."’

When we are half asleep and half awake,
only memory will take us back to the
present.
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Oil on linen
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2023
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Red Folds
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Qil on linen
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Yuz Museum: The works and themes of this exhibition seem to be a continuation of
what you have been thinking about and practicing in your previous solo exhibitions
"Private Ceremonies" and "Remaining Parts", could you elaborate on the starting point
of this exhibition and what you hope to study and develop further in this series?

Diane Dal-Pra: | saw this new exhibition as a continuation of my previous series. | didn't
want to create ruptures with these new paintings, but rather to develop the things | had
started before.

More than ever, | am interested in the aesthetics and energy that come in moments of
transition. Our personal histories are punctuated by moments of slippage from one state
to another. Whatever their importance, occasion or temporality, it is these moments of
balance that anchor us in the mechanics of the realms of life and sensitivity.

In relation to my personal history, the passage from being awake to sleep has so far been
a particularly exciting subject to question the consistency of these latent states, of the
in—between.

When and how did you start to get interested in fabrics and textiles? What is it about
them that particularly appeals to you, or has any special significance?

What particularly interests me in the aesthetics of textiles is their materiality and
ambivalence. If | drape an element, | make it all the more visible as | conceal it.

It's said that Durer used to rummage through his sheets when he woke up in the morning
to make sure there weren't any bits of dreams left in them. This image is beautiful and
eloquent to me, it resonates with the idea that folds retain and impregnate the objects
that they cover.

In your early works, clothes or fabrics usually wrap around the body or "engulf" the
body, while in your recent works, they are draped and folded like beddings, curtains or
drapes, covering the body; some of them are even anthropomorphised as the subject of
the painting, what has led you to this change?

In my previous paintings, the bodies were more figurative. | think | needed to show things
and scenes in a more literal way. In my more recent paintings, there's something more
stripped-down than before. Lately, I've been more interested in trying to convey the
sensation of a transitional experience as an actor, rather than as a spectator. There's
something of the order of dissolution, of the evaporation of bodies and materials in these
latest paintings.

The imprint or trace of a presence is there as a witness to what has gone or will soon go.

What do folds mean to you? How do you develop your creative process through folds?

I'm very interested in the poetics of folds. They create a cavity, intimacy, the possibility of
an interior and an exterior. It's a withdrawn territory, a breach, a welcoming space that can
unfold. The fold is the very metaphor of the interstice that offers the possibility of tearing
oneself away from the present.

There is always a sense of volume in the subjects you depict, whether it is a figure or
an object. Why you prefer to emphasize more on heaviness and massiness as opposed
to lightness and thinness?
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Amplifying mass, making us feel the heaviness and weight of volumes and bodies is a way
of anchoring my scenes in reality through their materiality, but also of underlining a duality:
it's often in moments of inertia and bodily immobility that the spirit is most effervescent.

You once mentioned in an interview that as a rule, you "work only using your memories",
could you talk about how you create based on your memories?

| try not to paint from a photographic support or model, and not to give in to the temptation
of copying reality.

In relation to my subject, the trap | try to avoid is that of a well-executed reproduction that
would close off other possible formal paths.

I prefer to paint from my memories, so that the deformations that time and oblivion bring
to forms nourish the visual oddities that serve my purpose.

Symmetrical compositions and diptychs appears a lot in this series of works. In this
exhibition, there are also works framed in special wooden frames, in which two paintings
are inlaid on each side, leaving the middle frame empty, like a window frame or screen.
Besides, the paintings inlaid on the two sides are unrelated to each other in terms of
content. Why you frame them in such a montage way?

These works are the culmination of earlier experiments and a desire to question the frame
and format of my paintings. An image doesn't say the same thing on its own as when
confronted with another, or even a void. | find this possible kaleidoscopic and fragmented
vision very exciting.

These wooden structures link different paintings together and also divert empty areas,
which | feel can be just as eloquent as those containing images.

In the same way as in writing or rhetoric, silences and breaths carry meaning. These
zones of almost nothingness are tools for creating relationships or tension, and for tying
elements together even more powerfully.

Do you intentionally build multiple layers and spatial relationships in your works?

What particularly interests me about the idea of multiple planes is the relationship to time
that this implies. Firstly, in the conception of the painting itself, and then in its different
levels of reading.

It's very seductive to think of images as objects that can be embraced in a single glance,
but which, in order to reveal their true consistencies, can only be read over the length of a
more or less slow visual journey.

The idea, then, is to find ligaments and details that can sculpt time to generate events that
can unfold.

Your paintings capture a state of stillness and suspended moments, and the titles of your
works, such as Suspended Time (2021) and Slowed Frequency (2023), also embody thoughts
about time. Do you want to keep time and resist the passage of time through painting?

I think so. In any case, painting is my tool for trying to better understand this obsession
with temporalities and the need to find ways of stretching them.

The very practice of painting allows me to do this. To pick up a brush is to give myself the
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right to be absent from the flow for several hours at a time.

In reality, painting is the possibility of the fold, of extricating oneself from what's happening
on the surface and taking the time to lose oneself inside.

Would you like to elaborate more or expand on one of the works that you like the most,
or you think could best encapsulate the essence of the exhibition?
The painting Light from Dust has a special dimension for me.

It's one of those paintings that arrives in a gesture a little more spontaneous than the
others, in the necessity of a moment, almost escaping you. It's very pleasant, and often
becomes the anchor point in the creation of a series.

Could you introduce your creative process, will you start from drawings or sketches? How
do you title your works?
I do a lot of sketching, note—taking, images and words.

At times, bridges are built and meaning emerges; at other times, | have to accept that
the whole is still confused. | start painting a canvas when | feel that its composition and
message are aligned. | don't give titles until the paintings are finished.

B

CREALRIL) OIELRE, BRRZARER
Creative process of Light from Dust, courtesy of the Artist

As a painter of our age, what do you see as the role of painting? What does painting
mean to you?

| believe it is a witness to history through the prism of a multitude of visions and sensibilities.
It's a tool that allows expression with a unique freedom of form and tone.

The dimension of the material combined with the singularity of an instant and a gesture
make it a timeless source of pleasure.

Personally, painting takes over where I'm lacking.
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Mild Air and Heavy Stones
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Oil on linen
146 x 193 cm
2023
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Qil on linen
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2023

28



8 g 5 ) 4 =‘

\\;\/, L i <

CBLAR - BA BHZE, DSREREANERNEEER KNG, 2024 £

"Diane Dal-Pra: Inside the Folds", installation view at Yuz ProjeéTSpgce of Art, Shanghai, 2024
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About Yuz Project Space of Art

Yuz Project Space of Art (PSA) is an independent program, curated by Yuz Foundation,
in partnership with Yuz Museum in September 2015. As a public access project space,
Yuz Project Space of Art has encouraged artists to break with their usual practices
and explore all kinds of contemporary art possibilities, creating site—specific works and
projects where they engage boldly with the museum, the surrounding area, and the public.

In 2023, Yuz Project Space of Art and Panlong Tiandi launched a collaborative exhibition
project situated in the historical architecture “Xue Zhu Bower”, which is a timber structure
courtyard building. The name of the building is to commemorate Huai Feng who was a
Ming Dynasty poet in Panlong. The project aims to deepen the development concept
shared by Panlong Tiandi and Yuz Foundation, with the core philosophy of “Culture,
Nature and Future”, through the restatement and empowerment of Feng's residence by
contemporary creation. It continues the dialogue between "history" and "future", "local"
and "international", and tells a new cultural story unique to the front door courtyard in
Shanghai.
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This brochure is produced in conjunction with "Diane Dal-Pra: Inside the Folds" at Yuz
Project Space of Art from March 3rd to June 9th, 2024.

I84< / Director

IME M3 / Project Leader
IME A / Project Coordinator

BT SHhizEH /
Public Relations & Marketing

TS / General Affairs

NHEF / Public Education
M5E%IT / Graphic Designer
BB 51X / Text Contributor & Proofreader

EBBRIBE / Exhibition Photographer
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Diane Dal-Pra, Under the Table (detail), Oil on linen, 182 x 285 cm, 2021
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