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Untitled, 2012
Watercolor and pencil on canvas
70X50 cm



Shahla Hosseini at studio, Tehran, 2015

Biography
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Shahla Hosseini was born in 1954 in Tehran. Her
parents noticing her interest in art and her curious
character were both very supportive of her art and did
everything possible to develop her artistic talent.
Shahla Hosseini began her academic education in
art by registering at Behzad Institute of Art and then
continued on at Tehran University of Art.

She held her first solo show, a collection of oil portraits
and landscapes in 1977 before the revolution at Seyhoun
Gallery. About 10 years after her first solo show, she
showed a collection of works she had done during the
10-year war between Iran and Iraq in Sheikh Gallery.
The following year, she showed her watercolors at the
inaugural exhibition of Aria Gallery. Since then she’s
been continuously working in different mediums and
has held numerous shows inside and outside Iran.
In addition to being in the permenant collection of
Tehran Museum of Contemporary Art, her work is kept
in several national and international collections.
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Untitled, 1977
Oil on canvas
100X100 cm

Untitled, 1978
Oil on canvas
76X102 cm



Untitled, 1989
Pencil on paper
32x44 cm
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Untitled, 1991
Watercolor on paper
54x43 cm



Untitled, 1993
Collage, watercolor, pencil and pastel on paper
55X65 cm
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Untitled, 2014
Pencil on paper
65x45 cm



Untitled, 1990
Pencil on paper
82x58 cm
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Untitled, 1995
Pencil on paper
90x65 cm
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Untitled, 2015
Crayon on paper
55X44 cm
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Untitled, 2015
Marker on paper
57X40 cm
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Untitled, 2015
Pencil on paper
65x45 cm



An Account of the Works of Shahla Hosseini

Alireza Rezaei Aghdam

Happy, who had the skill to
understand

Nature's hid causes, and
beneath his feet

all terrors cast, and death's
relentless doom,

And the loud roar of greedy
Acheron.

Virgil !
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In the past, before saving our “Likes” in folders on our computers, we would
safeguard our mementos and beautiful treasures in boxes: old photographs, marbles,
sea-shells, polished stones, small enamel dishes, cans and basically anything that
we wished to transform beyond its ordinary self. In other words, our personal
treasures had a physical identity and had not yet been integrated into an archive
per se or on a large scale. We would place those objects into a box—a small, secure
space in which these favorite things would reside. In this way, Shahla Hosseini’s
artistic world unfolds within a home, however, a home which is neither private,
tribal nor national. Instead, it is a metaphorical home that represents the universe
and the earth that we inhabit. The box, the installations and the events taking place
within them, are all the artist’s interpretation of the universe; one which possesses
a more poetic, compassionate and humane understanding and has turned into a
house providing housing for humankind.

In order to understand the thought process of the artist, it must be understood
that we are not solely faced with just the artist’s cultural interests and impressions,
and that which we see and stands out in the boxes of Shahla Hosseini, is related to
her interest in science. Here, however, science does not mean the technological
functionality in a work of art, its hypothesis or assessment. Here, science in the
artist’s work is used for three motives: first is the visual aesthetics of tools, graphs,
diagrams and mathematical formulas—the exploration in visual and aesthetic
qualities within patterns in nature and the ironic assemblage of objects and
industrial structures. Second is the complicated and complex presence of such
objects in memory of the father. Anyone who is intimately connected to the artist,
knows of her close affinity to this figure. In contrast to the dominant tradition of the
father overshadowing the lives of his children with ethical values, here the artist’s
father has maintained his presence by having left scientific research, handwritten
engineering formulas, and enthusiasm and interest in existential matter. Although
such biographical facts may limit the audience’s understanding here, one has to note
that the art of Shahla Hosseini at its significant moments is a creative, extensive and
essential interpretation of personal events, memories and traumas. This fact leads
us to her third motive in using scientific symbols in her work:as symbols of proof and
logic which are embedded within ambiguity, poetics, intuition and the negation of
death. It is this failure of science to answer fundamental humane questions and the
lack of spiritual peace fulfillment that propels Hosseini’s art towards a Khayyamic?
notions. And not only is this true from a joyful and complacent standpoint but also
from a scientific interest in understanding the limitations of human knowledge:
scientific infatuation and agnosticism. Although science can explain life from its
onset, however, it loses all its power in utter desperation at the moment of death.
Therefore, the artistic stage of Shahla Hosseini’s work is not the place of logical
relationships and marked meaningful structures. Here, there is neither certainty
nor proof and we stand before it, as we stand in the middle of our accidental,
fragmented, illogical, fragile, miserable, beautiful, grand and indefinite existence.

1. Virgil. The Georgics. Second Book.
2. Referring to Omar Khayyam, a Persian mathematician, astronomer, philosopher and poet, who is widely considered
to be one of the most influential scientists of all time.



The artist attains such quality for her abstract paintings are not mere conceptual
and aesthetic entities. The symbols in her detailed and careful installations possess
a detachment to the painting’s perceptual and networked image of the painting: a
thought provoking detachment that enhances their aesthetics to include semantics.
Until now, we have regarded abstract painting as intuitive, conceptual and self-
referential. Abstract painting has typically expressed contemplation and mysticism
not through predetermined symbols but through the mere quality of painting itself.
This quality is very much apparent in Shahla Hosseini’s paintings as seen through
the gaps, convex and concave shapes and large elliptical forms. Still, the temptation
to make clear references to visual signs and symbols remains: lenses, mirrors,
sexual symbols, etc. This desire for representation in abstraction becomes evident
at key moments such as the gray monotone visualization of the eclipse. Thus from
this cosmic stance, it limits the personal and unfounded interpretations of viewers.
Visual language does not possess the palpable implications of a verbal one. Hence
its vastness converts its condensed and metaphorical prepositions into a mysterious
expression. This visual duality is most evident in her boxes and collages—abstract
marks alongside ordinary, functional and implied elements. Representation of
an episode; however vague, is still persistent and absolute though not with an
unfamiliar and strange language. Letters and words are familiar but the structure
and combinations have been combined in the figurative sense of the language and
enigmatically rearranged.

Abstract painting is likely to fall into extremist subjectivism and uncontrolled
imagination: the undetermined discharge of insignificant matter. But here there is
an issue that reaches beyond surface and color. The viewer is given important tools
to recreate, interpret and decode his freedom. We are not abandoned in a void,
instead the vitality of signs impart us with active vitality. These signs and symbols
can be as cold and mechanical as scientific tools, as delicate as thin fiber fiber or
a jagged piece of metal. The device of scientific notions is in charge of providing
calibration, formulation and order to the universe. This device of notions is placed
alongside the metaphorical painterly language and together they interact and affect
one another in a double-sided construction and two-folded relationship. Tools find
an aesthetical expression and images find a universal horizon. In the midst of all of
this, occasionally a small sculpture of an animal, human figure, or a piece of bone is
included. Consequently in the artist’s assemblages, we are faced with the profound
transition from scientific patterns to immense abstraction. A passage from the
“existence” to the “being” of the universe. From the “existing” to the intuitive
thought of “being.” An oscillating motion that urges Vahid Hakim to ask, “Do the
closest forms and the farthest thoughts possess the same state?” This approach is
also evident in the artist’s portrait drawings. Notice how facial expressions are made
evident by simple and neutral lines yet possessing vulnerability and dependence in
the extensive areas of white. One of the artist’s most outstanding drawings is of
her mother just before her passing. The face, sheltered by peace, weakness and
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inevitable death is drawn within the endless depth of white. In each portrait, the
artist presents traces of approaching death’s solitude and of her mother’s face but
she does not imply within them feelings of fear and desperation and instead they are
as Virgil says “without fear and with respectful silence.”

Hosseini’s work is to play with the functional regularities of objects. Therefore, they
are of game-like installations that are self-explanatory. The rules and regularities
of games are not necessarily the same symbolic doctrines as those in life and any
combined allusions of nature are simply a symbolic gesture. To observe from the
perspective of natural time, humankind’s destiny and vast existence, renders any
symbolic historical regulation devoid of any seriousness and authority. Human
history has been made from various periods of games, which create new rules and
regulations as we go forth. When we decipher an ancient inscription, we do not
expect anything definitive to be added to our knowledge. Instead we comprehend
how our ancestors played their lives and with what creativity combined nature with
metaphor and myth. Hence the interpretation of an inscription or scroll is not
merely a question of research, it clears an aesthetic aspect in relation to everyday
activities. Some of the artist’s paintings are similar to inscriptions with erased
lines; in fact the interpretational action is itself the subject and supposition of the
work. But here, interpretation deals with that very inscription and faded scroll.
Even though we are not allowed to read metaphors of an indescribable reality, the
vague inscriptions are nevertheless expressed in a halo of magic and sanctity. We
are transfixed in the face of visual signs that cannot become. The magic of these
inscriptions however, has been replaced by aesthetics and the aesthetics of these
paintings refer to a beauty beyond our imagination.
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Untitled, 1993
Watercolor, pencil and pastel on paper
55x65 cm




Untitled, 1993
Watercolor, pencil and pastel on paper
31 55%65 cm
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Untitled, 2015
Watercolor, pencil and crayon on paper
77X57 cm
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Untitled, 2006
Acrylic on canvas
150X120 cm



Untitled, 2009
Mixed media
150X100 cm
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Untitled, 2014
Acrylic and mixed media on canvas
150X75 cm
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Mixed media on paper

Untitled, 1999
90x60 cm
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Untitled, 1994
Pencil, acrylic and watercolor on paper
75X55 cm
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Untitled, 2012
Mixed media on paper
75X57 cm
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Untitled, 1993
Pencil, watercolor and acrylic on paper
87x59 cm



Untitled, 2015
Collage on paper
sl 76x57 cm



Where shall we begin
from?

So maybe we should
begin with your
childhood.

Tell us a little bit
about your education
and its effect on your
career.

53

A Chat with Shahla Hosseini

From here and now. I'd like to insist on the present time and the connection between
time and space. I am about to turn sixty-one and publishing my work in form of a
book in 2015. We will have a compact form of my different series and work, the
30-40 years of my career, and in general, we will see where I started from, where I
stand, the quality of the works and so on. I believe our conversation should express
my opinion and what the whole story is about.

Fortunately, I was born to a family who considered cultural issues very important.
I was free to make my own choices, and since I painted, they took me to visit
museums. When I was twelve years old, I had the chance to look at authentic works
up close. I was sixteen when my father took me to Europe, and I visited all the
museums in Rome and Paris. I visited the best exhibitions held at the time, such as
shows by Picasso, Signac, and the surrealists who fortunately there were many of.
Never did my family prevent me from being a painter, and I always had the facilities
to do as I wished. This raised my expectations for visual arts. I was a lucky person
in my own time. I should also add that because of my father’s work, I grew up next
to a cane factory in the middle of nature with animals and I felt absolutely free
until I was 7 years old. I gained a profound amount of experience from a natural-
industrial atmosphere. From my very early ages, I used to collect fossils, stones and
even turtles’ shells and put them in boxes. There were always mechanical objects in
these boxes as well — things like a watch without its dials or the tiny broken-down
parts of watches and things of that sort.

My father found the school of art for me, told me about the time of the entrance
exam and took me there himself. Since high school, I always tried to see the world
for myself before the teachers said anything and try to find my own perspective. I
tried to understand my own space and taste. I had always been rebellious both at
school and university. My professors were Marco Gregorian, Behjat Sadr and Ali
Azargin and they always complained that I didn't listen.

My first solo exhibition was held at Seyhoun Gallery the year before the Revolution.
And then there was the revolution and the war. For eight years there wasn’t much
happening artistically and the galleries were closed. During the War, I worked with
watercolor for sometime. The relation between objects became important to me
since then. When you draw things, there should be a relationship between them,
something has to happen between them. You think they are having a conversation
with each other, an energy that you have to listen to. Then you realize that the objects,
themselves, are important to you. Their content and their texture is important. You
see them somewhere and naturally there is a necessity for you to paint them. You
like their substantiality. For instance, you are intrigued by the ambiguity of a strand
of hair or the reflection of a metal’s shine, and that is why you make boxes. The story
of the boxes started here. But paintings and portraits continued as well. There was
a time that I painted more than I made boxes.



Tell us a little bit
about the effect of
war on your work.

How do you choose
the objects you put
inside your wok?

How important is the
audience here? Is it
important for you to
produce work for the
Iranian audience?

The most direct effect happened at the time of the bombardment of Tehran. At
that time of bombing, you obviously couldn't work in your studio. And when you
are a woman and you can’t go to war, you really don't have a real relationship or
understanding of the war zone. I mean here, we were passive but in a war zone you
are active to some extent. The effect of it was really reflected in my work after the
war. Aria Gallery opened with an exhibition of my works. I remember a friend of
mine saying something very interesting about my work. She said it’s as though it’s
world war and the whole universe has disappeared and you have found and collected
the remnants of everyday life in a deserted place. The works were gloomy. And of
course the relationship of the works to the war was not clear for many people.
Later I worked on bricks and I placed some objects inside them. I showed them at
Fereydoun Ave’s Gallery 13. I also made a few cocoons. Overall I'm more concerned
with space than color. I mean a space in which something is happening around
it and is active. For things to have a dynamic. My work, even my paintings, is
related to mass. What I am trying to say is that the objects and space themselves
are important to me.

Let me read you a part of a poem by Gérard de Nerva.

Respect an active spirit in the creature:

Each flower is a soul open to nature;

In metal a mystery of love is sleeping;

'All is sentient!" Has power over your being.
Fear the gaze in the blind wall that watches:
There is a verb attached to matter itself ...

Do not let it serve some impious purpose!

Often a hidden God inhabits obscure being;

And like an eye, born, covered by its eyelids,
Pure spirit grows beneath the surface of stones!*

This poem very well expresses my feeling towards objects. I look at objects as
though they have a spirit and they are alive and I have to listen to them. I truly
respect them and I don't try to control them. In fact, I want to discover them from
the within. Of course I choose their space and background. And I'm not at all after
cliché and obvious symbols. I feel. I think there is a relation between objects. Of
course the aesthetics aspect of it is also very important to me. This way I can be free
of myself. We humans think that we are very important creatures, we are smart and
that we are at the center of universe ... well I don't think so!

I don't have a certain audience. I live in this world and the issues of the world are
my issues. Because we are in the middle of different things happening and the
whole world is connected. If you look at it this way, you see that the only way to
survive is to work. Then some relationships become necessary for you, like the
relationship you have with animals, the animals that have been eliminated in the
city life. Overall, the whole concern is to survive. Because I'm not very optimistic
about the future. Well I'm not pessimistic either.

1. From Pythagoras 54

You mean the future
of the human race?

You mean what’s
important to you is
the pleasure you get
from making art.

That unique quality of
moments.

So working is he key
to survival?

Do you think the
definition of art and
its functionality has
changed? Has its
nature changed?
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Yes. Because with this speed that we are consuming, there is no control on it. Then
you look back and think to yourself how can you survive in such a world? To survive,
you want to maintain a close and intimate relationship to those things that are still
not forgotten and are important to keep your relationship with. You want to stick to
them and work with them. This way, it seems as though you are swimming against
the flow. And this has been my character since childhood. I never followed the flow.

Indeed. That feeling you feel when you are working. These moments and their
quality and what’s left, which is not much. It’s as though you want to taste and play
with this moment in your mouth as you do with a delicious piece of food and you
want to collect what you’ve connected with and lived with and enjoyed from your
surroundings. Itis because of this that my intention is not at all to shock or to create
a huge event. I don't think it’s necessary to explain anything or add something to
say for instance what I'm doing is important or even necessary. But working is
necessary for surviving. I have been painting professionally for forty years, if you

don't count the years before. I knew I wanted to be a painter since I was eight years
old.

Exactly, it is the key to survival. We live at a time in which we are bombarded with
news. Every day something strange and odd happens. For instance, the financial
situation or the dilemma of immigration that we are faced with everyday and you
can’t ignore them. I can’t live without news. Even so, it’s as though things are
getting heavy and serious from one side and to lighten up you have to go find things
that will lighten you up. Same as life itself and all the objects that are envious of
one another but don't impose themselves on you. In fact, the reason that my work
is becoming whiter, lighter and more neutral is because I can no longer stand the
pressure of color. I'd like for my work to progress slowly. Let me put it this way:
I want to create a space for you to go seek, not for that space to impose itself on
you. You can have it and go look at it when you feel like it and this may not work in
this competition that everyone is involved with. Today’s art is very much saturated
with journalism. I think you have to do your work and let it do its thing rather than
trying to say something strange or shocking. What’s important is for you to make
it work and then you’ll feel good about it. In a way that it reminds you to look. Itis
the work that makes you look. It puts you in a corner and makes you look at it. We
have forgotten to go look at works. We have to look. We have to put time. Even
though it happens very rarely, it still happens for someone to decide to go look at a
work and once you start looking, you will always look.

Yes very much so. We come from an extinct generation. I still get emotional in front
of Rembrandt’s work. Or for instance I adore Piero della Francesca’s work. These
are my way of measurements. They posses such quality of sensitivity, power and
beauty that unlike many new work don't have an expiration date. It’s like a book
in contrast to a magazine. My expectation from a painting is a lasting masterpiece.
Maybe the kind of experience I feel with Rembrandt’s work, our grandchildren or
children will feel with drawings or comic strips.



To what degree is
your work influenced
by world events? For
you, is art a way to
get away from what’s
happening in the
world? Or can we

see the impact of the
outside world in your
work?

While we are on the
subject, I think like

a small thread, time
connects most of your
work together. Not to
say that time has been
the conscious theme
of your work but

one can tell that the
creator of such work
has been involved in
a way with time and
the attempt of objects
and emotions to
survive. It’s similar
to the concern found
in Marcel Proust’s
“In Search of Lost
Time.” In such way
that objects are not
just expressive of
personal individual
nostalgias but in

fact speak of an
impersonal time.

In my opinion, you can see the effect of the outside world in the works: that bitter
feeling that exists in the world. If you look carefully at the works, you’ll see that
even though everything is very clear, that being inside the globe for instance is
very isolated and it’s as though it’s stuck in a bubble and there’s nothing that can
be done. In fact, outside disasters play an important role, but not in a direct way.
Because when you are direct, I think you get closer to stating a motto. I'm not at
all closed to what’s happening in the world and I think they leave their impact on
my work. But it’s not my job to interpret what’s happening in the world or offer
a solution. In fact, it’s not the responsibly of art to do this. But I live in this world
and am spending my time with the product that I've created in the past forty years
and I'm constantly in contact with objects and my surroundings. Incidentally, I
sometimes try to give a hint about the series I'm working on cause it’s not like I
can’t talk about them or I don't know what I'm doing.

Time has been my concern and will definitely continue to be. The same with its
relation to space. The objects I use have a life span and come from the remains of
another life in the past. But to be honest I don't have a nostalgic feeling towards
objects and there is no regret. They possess energies that I'd like to discover and
for them to continue to live regardless. Especially when they begin to converse with
other objects. About the boxes, I determine the time they begin their conversation
but the pleasure I experience during work is because of time and it’s important
that it’s not at all nostalgic. In fact, it’s related to the core being of the objects’
existence. Even though there is something in common between them, what a piece
of stone does is different from what wood or metal do and that’s because of their
active quality. When people feel these, they become lighter and recognize their
own relationship to them. The quality of the element of time becomes physical.
What I mean is that unlike museums where objects are separated from everything
else for the sake of recording the history, here everything has an active relationship
with everything else.
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How are the works
presented this time
different from your
previous work? For
instance, I’'ve noticed
that the form of your
boxes has changed. Is
there a special reason
for it? It seems you
have focused more on
drawing.

What do you think
about the remarks
that find feministic
elements important
in your work?

Direct reference to
such subject is of
course very common
these days.

Can you tell us more

about this last show
at O Gallery?
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The objects are much smaller in these recent boxes. I want people to not forget
to look at small things as well. In a world, where huge dimensions are generating
shock, these small works can also do their thing. We don’t pay attention. Because
even here in Iran, everything is huge and abundant and we are relatively paying less
and less attention to seeing. Our sympathy towards seeing is becoming less and we
are forgetting to see. And this is my concern: for my sympathy to not be diminished
and have a wider scope.

Aperiod of works that people say have feministicelements don’t have direct feministic
references at all and I find them to be more humanist rather than feminist. There
is no doubt about me being a woman, and it being difficult to work as a woman.
Especially here in this geography. But the subject is very interesting. In fact, those
gaps that they say is related to feminism is related to when I lost my father. Iloved
my father very much. And the gaps that are in my work are related to that period.
Suddenly I felt as though my father left through a gap. In fact, the experience of
that loss resulted in these works. And that gap was in his eyes. I mean I felt that his
spirit left his body through his eyes and this was a very deep, strong and shocking
experience for me that I couldn't resist against. And I had to make those works.
When my father passed, I was in such a bad state that I went to Kelardasht and
made a 6-meter long work. And it all came from that feeling of the eyes and what
happened. He had left and the only thing I didn't think about was feminism. But I
understand why people would interpret them that way. Even though I am a woman,
it’s very difficult and I don't deny it at all that this is an important issue for me. But
it doesn't have a direct relationship to my paintings. I sometimes get mad and ask
do we not have an identity that we have to search for it so much? Do we have to
prove anything? What’s obvious doesn’t need to be pointed out so much!

It was popular at a time but I never bothered with it. No! It’s never been an issue
of feminism or identity. For instance, I recognize miniature references in my work
but I don't want to point it out and say it’s this way or that way because miniature
is also a part of me.

Last year I didn't have a show. So much has happened in this period of my life and
different political and social issues have coincided with personal situations that are
not necessary to get into. But these very issues allowed me to not be concerned with
the show’s feedbacks to some extent, unlike before. And it’s not because I don't
care about the audience, it’s because I've worked much more freely. And I'm very
satisfied with its result and the time I've spent and the works that have come out of
it. It was a new experience for me.

Every decade changes a person’s scope of abilities and her way of looking at things.
I used to think that being 40 is very good and then I turned 40 and thought 50 must
be interesting and now I see that being 60 is also very good. In fact, you reach a
point when you are 60 that you can only reach when you are 60. I feel strongly at



Can you also explain
about the title of the
exhibition?

ease at this age. At 60, you feel like you have spent most of your life and not much is
left. You feel closer to death. The concept of death is not at all obscure for me. The
acceptance of death is necessary. Because the more you accept it, the better you can
live and it’s the only thing that happens to all of us. It’s possible for us to not get into
an accident, or not get married or not have kids and a thousand other experiences
but death is a definite experience and what’s important in the works is that sense
of “being” and it is because of this that the concept of time and its relation to space
is important to me. Each space has a different quality of time. For instance the
time and moments spent in a place with 10 entrance and exit doors is very different
from time spent in a solitary prison with an iron door that doesn’t open from the
inside. There you can never tell what is the present time and what is the future
time? It’s the spaces that determine the quality of time. And it’s important to see
them together. To define it, I have to start from when I began and that's something
the book will collect and show to some extent my vision of the future as well.

My most recent exhibition is titled “Games.” I've tried to invent my own games.
Even in paintings, sometimes there are some games. I think games are the basis
for everything around us. From the human gene to financial and political rules and
regulations of the world to the news that we hear ... They all are a kind of game. Why
do kids play? Because they want to practice living the real life. And I am playing my
own games. In fact, I see where I stand with things or maybe I mix everything up
and eventually make up new rules.

This exhibition is first and foremost for myself. Not out of selfishness but because
I want to see where I stand. I want to see what I have done and what’s before me.
I want to see the collection of different works together. And about the book, I have
to say that a book of painting is more an archive and is very different from the real
works.

Summer 2015 - Tehran
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Untitled, 2010
Acrylic and mixed media on canvas
150X100 cm
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Untitled, 2007
Acrylic and mixed media on canvas
150X120 cm
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Untitled, 2009
Acrylic on canvas in a plaster frame
150X120 cm
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Untitled, 2008
Mixed media
100X70 cm



Untitled, 2008
Mixed media on canvas
67 100X150 cm
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Untitled, 2006
Acrylic and mixed media on canvas
210X100 cm
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Untitled, 2009,
Mixed media on canvas
150X100 cm



Untitled, 2014
Mixed media on canvas
79 135X225 cm



81

Untitled, 2009
Mixed media on canvas
150X100 cm
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Untitled, 2009
Mixed media on canvas
150X120 cm
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Untitled, 2007
Mixed media on canvas
150X120 cm



Untitled, 2008
Acrylic and mixed media on canvas
87 125X150 cm
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Fereydoun Ave

Shahla Hosseini's landscape

The texture of the surface of an eggshell
The roughness of tea soaked gauze

The colours of mist

The nervousness of a line

The sound of a colour

The poetry of the pastoral

The whiter shades of pale

The depth of a pin prick

The emptiness of empty

The courage of splendid solitude

The meditation atop a misty mountain
The vortex

The minute

The precise

The poetry of silence

The hesitation of the world

The texture found and lost the space between
The scale ever changing

The line animate and inanimate

The surface ripple fragile and ephemeral
The quiet sound less rage

Wooden boxes, paper, string, clothes, nets,
cobwebs, coocouns, moth's wings, feather
and other found things.

Writing, reading, music, shaven head.
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Untitled, 2000
Wooden construction
37x29 cm



slosa b

PRI
Ero (P iz S o S
5593 00 Lt gl 325
4 s,

L S Clkol

S K slao

Sl 2

4;:.\;& 5 i slaal
Doz DA e
Grsvx

Sl ks S, ol
s9llae oS S35 Jels
s
aad
K

c;,ﬁwf.&

aalS o

An)> A (438 s 3 5 kel e 4 L

omle sliad 5 oule (gliad

e J 5o oylped ol

o=l s

538365 m;\ﬁcy ch

costi 3 b eSl s

el Jb e e S b o5l g S g om Sbaas
s 28l slual Koo 5

IS0 o.,\.,.’b\;ﬂ c&.wy ¢O.¢\3\}5~ cQLZ‘,J

Untitled, 2015
Wooden construction
92 93 44x33 cm



Untitled, 2014
Wooden construction
95 24X46 cm



Untitled, 2014
Wooden construction
97 24X46 cm
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Untitled, 2015
Wooden Construction
44x33 cm



Untitled, 2014
Wooden construction
101 24X46 cm
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Untitled, 2013
Wooden construction
60x43 cm



11 Ways of Looking at Things in Shahla Hosseini's Boxes
Vahid Hakim

1

That occasionally when we blink, on the white glimmer of plaster, in the conciliatory
foreground of life, things appear beyond their lucid darkness, that as we stare,
things—though once a mass of dense gases, or formless matter—absorb light,
discover weight, rest in their appointed colors.

2

A bony arc honors earth’s weightless cradle, I peer at its descending lines, in search
of a discreet chisel’s carvings over the plaster.

The scale of time has reached its balance, a tremor of desire moves over my body.

3
The vessel of things rests hoisted upon a hollow bone, upon solid iron (as if to

buttress the base of a temple).

Is there within each thing, another thing, or is it that same matter, that bone, metal,
plaster? Which is bared upon passing over our tongue, until all that remains are a
few fragmented letters: p, 1, s, t,r, m, n, ...

4
The carpenter, joins the wooden ceiling of the sky to the unsettling land of thought,

upon its veranda, the painter pieces together a chariot, using a specific amount of
breath, metal, story, then the installer, hangs the outcome of this ancient attempt
for all to see, all is in complete balance.

5
To recollect words, a white paper is required, to recollect things, a background, a

board, a thin coating of plaster, and a mind that does not recoil at remembering ...
To treasure, one needs a box, to arrange, time—a lifetime—even if as fleeting as a
sigh ...

6

“I know not the meaning of things,” yet it suffices for me to become attached to
them, thus it suffices for their spirits to be for me to feel I have understood them,
like a person coming from afar, whose vague movements we recognize.

105

7
When intellect falls into a slumber, instinct, with its wide, lustrous eyes looks upon

the earth whose dark half, thus nears from afar.

Aye, in the approaching half, the beast observes, the beast regards the darkness as
it regards all things—with all its essence.

But man, descends into gloom with the approaching night, feels weak, falls into a
slumber.

8

What use is all this science and metaphysics if the arc of a bony bolt remains so
forever, if things, forever, leave us wanting?

What is all this science and metaphysics for if in the end, man becomes old, if the
black of night steals the onyx of his eyes?

I knew not anything, and still I know not!

9
Is it the misfortune of times past, or the fortune of “knowing”, which agrees to such

insignificant furnishings? That which tears things from their unavoidable place?
Is it the alum of time, or the light of darkness, which makes possible the clarity of
things, which joins things together with their preconceived names?

Is it a simple box, or a secret the temptation of which pulls me to it?

10

I say: bone, spring, tooth, and then a fragment of an image (or even something like
what I have just seen) swells in my memory.

I say: pressure, reality, tremor, when a strait line melts in the bolt of my spine, as if
I secure my foothold on rocky terrain.

I say: whiteness, light, plaster, then a mass of things gradually fades behind my
eyelids, particles of light and plaster float in limbo in the air before me.

11

The chariot of things moves forth from having remained in my memory for hours,
and words fall silent once more. Again, I stare within the box, as if staring at words,
which I recognize, yet know not their meanings.
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Untitled, 2012
Wooden construction
49x43 cm
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Untitled, 2015
Wooden construction
111 33X44 cm



Untitled, 2013
Wooden construction
113 24x46 cm



Untitled, 2013
Wooden construction
115 24x46 cm
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Untitled, 2013
Wooden Construction
117 24x46 cm




Untitled, 2013
Wooden construction
119 24X46 cm



Untitled, 2015
Plexiglass construction
121 32X22X20 cm
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Untitled, 2015
Plexiglass construction and light
13X12X20 cm
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Instalation of various sized cocoons at Khak Gallery, Tehran, 2014



Mobile installation of various objects at Khak Gallery, Tehran, 2013

126 127
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Shahla Hosseini, Jomhouri St., Tehran, 2015
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