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A Untitled T8 (2013) Pen on canvas fiENE 146 x 128 cm (57 172 x 50 1/3in.)

Artist Statement

The series of works with pen on canvas is inspired by the technigque of Shiah Mashgh or Black
Practice. This is a calligrapher's warm-up exercise, repeating letters over and over again, until the
white paper is entirely covered with black ink. For me, this is the most artistic part of traditional
calligraphy, and best suits the urgent spontaneity of my painting. | started to reject all the rules
that | had learned for years. These gestures—both rhythm and form—fascinate me. My work
contains no written text, but forms to be looked at with pictorial eyes, allowing viewers from any
country the same interpretative freedom as occurs at the moment it is created. It cannot be read

with the eye, but must be understood with imagination and read by the heart.

You can almost retrace the movements of my hand making uncompromising gestures and
attempting to capture on canvas a thought, word, sound or story. Here, the script becomes so
abstract that the composition borrows from the minimal tendency. Like a journey of sorts, | take
the words up and down, moving to different places that end nowhere. | only know that the origin
comes from my meditations; perhaps, sometimes it ends in stillness—a stillness that talks. They
can also be read as visual meditation or a form of prayer, where the layering speaks of the process
and the rhythmic passing of time. They are only black and white—no colours—because the lines
should speak for themselves.

—Golnaz Fathi



Golnaz Fathi

—AN Approach to the Artist

By Karin Adrian von Roques

Translated by Jeanne Haunschild

“This pen draws wondrous pictures

Of scented verdure and beds of lilies and roses”’

A Untitled TR (2013) Plexiglass box, LED light BH1H &, LEDXT 24 x 32 cm (9 1/2x 12 2/3in.) Edition fRZ 1/4+AP Courtesy of the artist

It is the art of calligraphy that in Rumi’s mystical verse of the Masnavi is
so admired by an ant while it wanders across an already depicted leaf.
Golnaz Fathi (born 1972) was attracted to the grand art of calligraphy
at an early age. She learned to love and apply it from a book full of
lithographs, which was from her grandfather and given to her by
her mother when she was young. She remembers how “each page
was a work of art in itself.” Fathi says: "Although there was text, the
composition of the work was so exquisite that I've still never read a

single sentence from that book. | neither needed to, nor wanted to.”

The high art of calligraphy originated in the context of transcribing the
Quran. It was meant as a revelation that was verbally disclosed to the
Prophet in Arabic and written down in the most beautiful of forms. The
script was designed to please the eye, while its recitation the ear. It
was specifically intended to please the eye of the illiterate. Alone, the
scrutiny of a beautifully written page was to bring benediction. This idea
was also present in other written cultures where early people strove
to acquire an artistic form of writing. The writing was given a special
form, for what was written also emitted an aesthetic impression. Script
is not only the receptacle for the text, but also form and sign bearing
its own aesthetic statement that “the very essence of calligraphy is to

organise this pictorial expression.”? Herein lies the visual significance

of calligraphy that goes beyond its mission of transmitting verbal
contents. This dimension, innate to script, is something that Fathi

intuitively learned very early on.

The aspiration of achieving the highest criterion of beauty and
design in writing down the revealed word could only be assured by
the development of a method of proportionment. The basis for this
was created by the vizier lon Mugla, who was born in Baghdad.® His
geometric rules, by which the first letter in the Arabic alphabet, ‘aleph’,
was defined as the unit of measure, was perfected at the beginning
of the 11th century by the calligrapher and illuminator Ibn al-Bawwab,
and developed into six basic styles.* From these basic styles, a number

of other styles evolved.

In classical calligraphy, nothing is left to chance. The established rules had
to be strictly adhered to not only when learning the different script styles.
The calligraphers themselves had to submit to a very strict discipline.
For instance, they had to learn to control their movements. In order
to control movement, they must control their breath. And in order to
control their breath, they must control their thoughts and emotions,
for the flow of the written text should not be interrupted by thoughts

and feelings so that the utmost perfection, beauty and harmony of

the textual image is achieved. In ideal cases, any submission to such
rules includes work on yourself and, in the end, means disengaging
from your ego, as well as clearing and refining your mind. The artists

themselves were no longer important in that process.

Resolved to learn the art of calligraphy, Fathi submitted to this strict
discipline. To reach complete mastery, she knew this meant many years
of practice. She thus spent hours daily patiently carrying out exercises
whereby she absorbed the rhythmic process of writing into her inner
core: the constant repetition of single letters of the alphabet, the up
and down of lines and curves. To do so, she used the galam, the reed
pen that is the most important calligraphic tool. The reed is cut with
a sharp knife, split in two halves with its tip carved at a slanted angle.
The chink between the halves absorbs the ink that is released by the
hand wielding well-practised pressure during the writing process. The
tip of the pen must be cut with utmost precision, for the width of the
tip determines the aleph’s unit of measure and, thus, the writing style.
Fathi's daily practice sessions were not only exercises for the hand
and eye, but also exercises for the mind. Calligraphy became Fathi’s
mentor. It has formed her mind. It taught her self-oblivion, compliance
and humility. In 1996, she received her diploma in Iranian calligraphy

from the Iranian Society of Calligraphy in Tehran.



At this point, when recalling the fact that calligraphy is an art form
that follows strict rules, there then seems to be no latitude for
the development of the calligrapher's own ideas. The classical
calligrapher is normally someone who has primarily copied a given
text in a certain script style; yet, calligraphy has managed to evolve

into a contemporary art form.

Like many contemporary artists, Fathi had initially copied many
preset texts. During these practice sessions, she had already begun
to break out of the framework of traditional calligraphy. She tried
to overstep the bounds of language and, freeing the letters from
their meaning, bring them into a pictorial composition. She was not
alone in her efforts to detach script from its traditional conte. Artists
before her had become disengaged from the strict regulations,
initiating the transformation of writing into something other than
words. Among these early artists who recognised this potential were
Hossein Zenderoudi from Iran and Nja Mahdaoui from Tunisia. They
were among the first to envision script from a new perspective and
take it up as the central motif of their paintings. They had studied in
Europe where modernism began at the end of the 19th century with
artists like Georges Braque (1882-1963) and Pablo Picasso (1881-
1973), who used atypical materials to experiment with new ways to
transform their artistic ideas. They hereby also incorporated script and
letters into their works. Inspired by these European art currents, many
Arabic and Iranian artists went back to their roots in calligraphy. They
set traditional calligraphy into the context of modern contemporary
art and made it into a means for their work’s artistic expression. The
Arabic script thus became the basis for abstract painting. Letters of
the alphabet were no longer only elements in a written language.
Their readability was secondary. What was crucial for the reinvention
of a new position for calligraphy was the contact of the Arabic and
Iranian world with 19th century European painting. This brought on a
reciprocal influence between the arts. While European artists found
their way to abstract art, the artists in the Orient discovered figurative
painting. Up until then, calligraphy had been used to supersede this
missing element in painting. Artists now can expand the potential of

script until it approaches that of an image, i.e., becomes a picture.

In the time that Fathi was developing her own style, she also discovered
painting on her own. In order to create something new, artists had
used other tools and materials in calligraphy, such as a brush or a pen
instead of a galam, or paint instead of ink.> The use of other means
for writing—like a paintbrush or palette knife and even paint, which
were all unusual for traditional calligraphy—have an essential impact
on the work and contribute to new artistic expression. Fathi, who was
intensely occupied with painting and received her Bachelor's degree
in graphics in 1995 at Azad University in Tehran, used brush and paint
with the same virtuosity as the pen, although she actually no longer
used the latter in the classical way. What was new and very impressive
was the fact that she ‘wrote’ with the pen on huge formats and giant
canvasses. We have to imagine the time she spent writing across these
large expanses and the long process this entailed, which stretched
over days and perhaps weeks. And it is exactly this amount of time
that is needed for such a process of rhythmic inscription that is of such
enormous importance. The artistic act becomes a meditation, a form of
prayer, which even transforms the artist herself. She hereby uncouples
the writing from its sense and transcends it. Letters disengage from
their form, becoming a sign, movement and rhythm reduced to the
essential so as to take part in a recreation. In this way, Fathi produces
elementary compositions—pictures that point to worlds beyond our

perceptible reality.

To Fathi, painting, like writing with a pen, becomes an inner need, an
obsession. "I have an addiction to painting,” she once said. “My love

4

for painting,” she said at another time, “was flanked by the love for
calligraphy and the two used to fill my days.” Brush and paints give her
another possibility for expressing herself. It is quite beyond the point
to ask her to decide on one discipline alone. She “simply couldn’t have
given up painting.” It became an outright “physical need to pick up
brushes and create” her paintings. “My painting is the medium | have
chosen to express both my limitations and my freedom. Everything |
feel is magnified and, at the same time, purified by the time | paint
the last stroke. My brush is both my weapon and shield.” Her painted
canvasses have a dynamism that enraptures. With all their expressivity,

what is yet typical for her works is their colouring: an astonishingly

reduced colour palette that sets up a compelling relationship to the
sweeping gesture of her brushstrokes. The reduction to the essential
in painting as well as in calligraphy is a leitmotif that runs through her
works. Above all in calligraphy, she takes this to the extreme. She moves
from the outside world to that of contemplation, a kind of withdrawn
state of consciousness. The act of writing with a pen on canvas, the
repetition of thousands of fine strokes, the rhythm of days of ongoing
exertion has something of the rhythmic recitation of Koranic professions
of faith or the refrains sung in Persian Dhikrs, whereby the hand seems

to lead the pen solo.

Were an ant to come by and run across the canvas that is about to
unfold its splendor, it might, like the ant in Rumi’s Masnavi, ask: “Is it
the pen or rather the finger that is performing this work, or is it more
the arm; or no, in the end it is the mind.” Eventually, it understands that
it is neither the pen that creates the beautiful forms, nor the hand, nor

the mind, but the guiding input of Allah.

It is via this mentality that the newest works by Golnaz Fathi are created
on exhibition at Pearl Lam Galleries in Shanghai: in particular the black
Plexiglass boxes through which shine the artist’s finely inscribed lines
(cf. page 9). They make the principle of the creator’s spirit discernible,
who has created day and night, illumination and darkness, light
and obscurity and, thus, made cognitive processes possible. In the
beginning was the word. The word became the bearer of light that

breaks through the darkness and is given the name of life.

“Art must realise that its task is to carry the spiritual-divine life into the
earthly; to fashion the latter in such a way that its forms, colours, words,
tones, act as a revelation of the world beyond. Whether art takes on
an idealistic or realistic colouring is of no importance. What it needs is
a relationship to the truly, not merely thought-out, spiritual. No artist
could create in his medium if there were not in him impulses springing
from the spiritual world,” as Rudolf Steiner, the Austrian philosopher
and anthroposophist, once wrote.” Fathi's works that are reduced to
essential form are in concurrence with Steiner’s statement. They point

beyond our material world.

Karin Adrian von Roques is an art historian and
curator. After studying Islamic History of Art, she
specialised at an early stage in contemporary
Arabic and Iranian art. She curated numerous
exhibitions for various establishments and
museums, such as the Museum fiir Angewandte
Kunst in Frankfurt am Main, the Kunstmuseum
Bonn, the Institut du Monde Arabe in Paris, as
well as the Cultural Foundation in Abu Dhabi.
Karin Adrian von Roques has numerous years
of experience in setting up art collections with a
focus on Arabic and Iranian art, and worked as
a consultant in the purchase of contemporary
Arabic art for Deutsche Bank’s collection. She
is also curating the Biennial in Houston, Texas,
which will take place in March/April 2014 and is
focusing on contemporary Arabic photography,

video and multimedia installations.

Endnotes

" Jalai ad-Din Muhammad Rumi, Book IV, 3275.

Jalai ad-Din Muhammad Rumi, mystical poet of Islam (1207-1273).
Mathnawi or Masnavi is his most famous poetic work, made up
of about 25,000 distichs.

2 Albert Kapr (1918-1995), professor of Script and Book Design
at the Academy of Visual Arts in Leipzig.

3 Ibn Mugla (886-940)
*Ibn al-Bawwab, born in Irag, died in 1022 or 1031 in Baghdad.

5 Fathi after having used the galam, the classical tool for the
traditional calligraphy (as described in the text), started to use
for her new work the pitt artist pen.

¢ Dhikr or zekr: a form of prayer that repeatedly intones the
name of God, a ritual practiced by the Sufis.

7 Rudolf Steiner (1861-1925), Austrian philosopher and founder
of the Waldorf schools. Extract from the exhibition catalogue
Knowledge of the Higher Worlds: Rudolf Steiner’s Blackboard
Drawings, University of California. Berkeley Art Museum and
Pacific Film Archive, 1997, p. 15.
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nvisipble Writings:
Golnaz Fathi's Painting and Maximalisrm

By Gao Minglu

Gao Minglu is a distinguished scholar of Chinese contemporary art and, notably, the
curator of China/Avant-Garde, National Art Museum of China, Beijing (1989), the first
contemporary Chinese art exhibition to be mounted in China. He brought the first
landmark exhibition of Chinese contemporary art to the USA with Inside Out: New
Chinese Art, which was first shown at the Asia Society Galleries and MoMA PS1 in New
York (1999). Gao served as editor of China’s leading art magazine Meishu in the 1980s,
and received his Ph.D. from Harvard University. Currently, he is a research professor in the

Department of the History of Art and Architecture at the University of Pittsburgh.

It seems impossible to use an existing style to define Golnaz Fathi's
works. They are at once traditional yet highly individual. Furthermore,
her work cannot be seen as graphic design, as her use of detailed
processes and expressive brushstrokes go far beyond the boundaries
of design. These strokes have their origins in ancient Persian
calligraphy. The contrasting black and white of the strokes remind
us of ancient Chinese inscriptions on stone tablets. Some works are
similar to the decorative patterns created by modern-day electronic
technology. Her light boxes made of acrylic cases containing LEDs (cf.
page 9) suggest pieces of black paper carved with strokes reminiscent

of the exquisite, elegant lines and free rhythm of Persian calligraphy.

We cannot view her works simply as some kind of modern abstract

art, nor a derivative of Minimalism, because what the artist wants

to present is not the physical form of the image, but the subtle,

A Golnaz Fathi Copyright Roshanak
Golnaz Fathi RoshanakfRXETE

almost imperceptible handwritten marks, which lie hidden within the
composition. These marks are not material, but reflect the artist's
psychological, sensory, and emotional experiences at a particular
moment in time. It is difficult to use observation alone to capture
these traces; it requires the viewer's active participation, and for the
viewer to experience the artist’s calligraphic progress as well as the
feelings and state of mind that inspired this process. Therefore, if
we look through the dictionary of art history and attempt to discuss
Fathi’s art within the framework of a particular movement or style of
a Western or Eastern artist, it will cause our criticism to be awkward

and unproductive.

The brilliance of Fathi's art is that it begins with an impulsive, personal
and expressive form of writing, but the ultimate effect is a tranquil and
rational image. However, despite the fact that writing is a significant
element in Fathi's artwork, the aim of these writings is not to present
calligraphy, nor the structure and meaning of the written text. On
the contrary, she has strived to hide the existing aesthetic values and
form of traditional calligraphy, whilst uniting these values and forms
with images that can be easily appreciated in today's world. Her
compositions conceal the calligraphic attributes to which she attaches

so much importance.

The conceptual and aesthetic value of Fathi's works lies in these
"invisible writings”. It is completely separate from the Minimalist
physical concepts of brevity and starkness. Minimalism refutes the
artistic concept of hidden depth and meaning, whilst the simple
imagery of Fathi's paintings is only a facade. The artist hopes the
viewer can experience the state of freedom and meditation that she
achieves with this daily ritual of writing, as opposed to merely reading

the images with their eyes alone.

Fathi has described how her works are inspired by the technique
of Shiah Mashgh, translated literally as ‘black practice’. This is the
calligrapher’s warm-up exercise repeating letters over and over again.
These writing exercises are not focussed on the final result, but are
practised in order to achieve an optimum state of the calligrapher’s

own mood and mindset. Therefore, these ‘black practice’ writings

are actually the most natural and representative of an artist's state of

individual freedom.

The training methods of traditional Iranian calligraphy and traditional
Chinese calligraphy are very much alike. Chinese calligraphy training
advocates the constant emulation of old masterpieces as a long-
term exercise. This emulation is not only about training in a certain
style or technique, but is more a training in cultural and aesthetic
tastes. Furthermore, this training requires students to emulate
ancient calligraphy by reverting to the cultural state of the old master
calligrapher they are seeking to emulate. The goal is to achieve the
ultimate source of this ancient calligraphy, rather than merely imitating

another calligrapher’s personal style.

‘Repetition’ and ‘imitation’ are positive concepts in Eastern
calligraphy training, without any shameful or negative meaning. This
‘repetition’ is, of course, completely different from the appropriation
and simulation of contemporary art since the post-modern period.
Post-modern appropriation and simulation comprises deconstructive
and satirical aesthetics triggered by our market-oriented, mass-
production, industrialised society. The aim of the repetition and
emulation of traditional calligraphy is to retrace the roots of previous

culture and aesthetics.

Inspired by traditional Iranian calligraphy training methods, Fathi

has implanted her own personal insight and artistic freedom into
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water (not ink) every day for the past decade. The works of Golnaz
Fathi, Qiu Zhijie and Song Dong all offer the viewer unrestrained
imaginative possibilities, as opposed to a limited visual language or

calligraphic text.

During the past three decades, a group of Chinese contemporary
artists have created similar artworks to Fathi's. Perhaps we can also
take Li Huasheng as an example (cf. page 37). Every day for the past
ten years, Li Huasheng has been drawing grids on rice paper with
an ink brush. However, his lines are derived from traditional Chinese

landscape painting and subtly embody the artist’s mood and skill.

Although the works of Fathi and these Chinese artists look very simple
and straightforward, what lies beneath is an invisible complexity. This
depth and complexity is achieved through a writing (and meditative)
process of daily repetition, sometimes for several years. These artists
pursue a ‘Maximalism’ that lies hidden in something similar to the
condensed forms of Minimalism. What is Maximalism? It is something,
which seems to be unremarkable, contains no grand narratives but
rather possesses an extremely everyday, habitual spirit. Maximalism is
the essence of the artist’s daily experience. Its aesthetic characteristics
are natural, simple and minimalistic. Fathi's works conceal the
handwritten word forms whilst still retaining the cultural information that
emerges from the writing process and moves beyond the image itself.
This process of concealing and meditation thus becomes a limitless
creative pursuit where contemporary artists move beyond traditional

and rigid calligraphic forms, transforming their art into a personal and

daily way of creation.




A Untitled L8 (2010) Acrylic on canvas fiEIRME Triptych = Bf: 144 x 470 cm (56 2/3x 185 in.)
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<« Untitled & (2011)
Acrylic on canvas 7 @ At
150 x 200 cm (59 x 78 1/4in.)
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<« Untitled & (2012) Acrylic on canvas @AM 170 x 142 cm (67 x 56 in.)
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(BER), SeyhoonHIEs, R EE=
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(B—mFEIZHRLED), BERZURZKREYE, FHEERZ
(BtR), SeyhoonHIEF, R EE=
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<« Untitled /& (2013) Pen on canvas HHEN%E 146 x 128 cm (57 1/2 x 50 1/3 in.)
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A Untitled i@ (2013)

Pen on paper X A$M%E Diptych B EX: 53 x 300 cm (21 x 118in.) Each & Ek: 53 x 150 cm
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A Untitled 88 (2012) Pen on paper KAM%E Diptych M Ek: 53 x 360 cm (21 x 141 3/4 in.) Each £B%: 53 x 180 cm
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< Untitled £/ (2013)
Pen on paper &K A $HE
Diptych M Ek: 208 x 106 cm (82 x 41 3/4in.)
Each &E£: 208 x 53 cm

< Untitled &8 (2013)
Pen on paper & A&$RE
Diptych M EX: 208 x 106 cm (82 x 41 3/4in.)
Each 5E£: 208 x 53 cm
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HEERIBEE :

Golnaz Fathi 5k £ X

X B i

Karin Adrian von Roques , ZREZE R KR A. MWBEIFHZZ
RAE, HEEIFIRMABEMNFRAZAR. hARTBEERERL
HARZEE, 8 A=ZT EMuseum fiir Angewandte Kunst, B XK
ZAREYE, BRMAEHAARAT, WAk XhEes. hEE
MR AMFRZARE ST EERZFER, HEAESSRTIR
FIRMAZARUE G . BRT, diEERL201453 HE4 BRRETHIN
FR, ARFHRFELRARAEY. $ENSEEZR.
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Golnaz Fathit3fERINFITERAR—BRANNRIERRE. EBRkAR
&, ANtEEZ.

ARG EREERRITEYE, BAENNREBMESZH
BURMARIENEM, XEEMITH TIRITMAIBTR. EMRT
HREFTHBE, RARENEMNIXFIUERNEREFELRBZINA
Bl AMERELIALRE FRATIENRIGERE. LUMPBLAEVR
BESTEMENER, ERRREE KB LARINENZIHH
BEMMMES, ERNBERIMRAPEN B BER.

BN ATREN LM BEERMHARMS, MR EXNEIR. B
A, ZRARMEEZAPNTZ2EGHMEMER, mEREEXHELE
FRBLEERLN. RYH. FEEXNFERE, XERTTZYIR
M, MEZARFENZNOE. MXMEREREER LB THIR
e FLERBREFEAMEEHE, EFEURNKESS, FEU
REFREZRRHBEIRUARX DI RRLNOEMTE. L,
WRIBAMNMXEMER LN RAEH IR —PRIRAFRL, —PETH
HERDEZARRNE, BENBDIFathiZARML L, BILRNM
ek T TR

Fathiff@MBWZLET, BERTRN. PARAMNBES, Mk
ZPHRDZFHEMBMENER. A, REFathiflERFBEMER
REZENTR, BRFthiBEEMNAETEARE, FETFXFERS
MEWAENX, R, RROREERESEEEREHMIEZNEN
B, EXMNERMESSRAZTRENRITRGRE—ER. B
EGREE T EMENNBE M.

Fathif fERESMEMEZNMEEE XM “BERNRE <. E
SO EXHEBMEARYERESER TR RDOEXTIARREM
MEXFREHZAY. MFathiNLEFRFEORCERE—MRR, ©BF
2 AN ENE R BB HAFRIMN A BRSTNRENERR, mik
REBEERINEGH.

WEFathifTiit, MMEIERZ R T RBZRESES ‘BEIIE" NEX.
EXMNGHREERS, XMEENSEBERKA BRSNS
Mo HFHITIERLEMBERR, MEEBERACWAEBLEM
FRE\EABERIRERS, L, XEE2EIGHNBERTEIARZ
BABR, REBRINZARNABHRRSHRIE. FBEEZHEMNI
GNP EERADEZNEIEERR. FEBERE KK REFRED
EEERPEARNIER. XENEERT 2 2REFRIGNIIZL, B
BZEMRCEEANNINIZG. H—F, XHINGFERZEERERRDE
fERMERNREBERERRRPERNLER, SHISBMERBENR
B, MARRERAHERPERDANRNIE. “BEE” MER, £5R7
FBENGHERBRMM S, TEREAHEBEMNER. SR8, XBW ‘B
" MERRUKRHERZEARPH “HH" FEH (Approprition and
Simulation) FIHE&TRE, FERIIVHSHTHEEESRS|I LM
BMAMRNHEZEX. ETRDENESEMIGENEEZ S FIEZEMN
FRe

BRFathiERRFABZNEHBE T HIALNEBEERTR, FEE
EAERERD. MIXESHEERAXFTEXTLEINE, #FAREARK
e XEHRER, FEHREARBERGEHE1990E1995FFRHE
—KERLEE-—TFREBEREEZMPEREIRZ (303-361) B <=

BF . BREEREREFI—RBEREMELERE. [HEE, BE
BEERE-—FB<ZZFF>] MRE, 5 (UERNFEZAR,
ENETFE, BESAMAEEEEEK (FRB) &AL LBEAR
2K HIC. Fathiv BEARFREHERBARKRE T —PMERHEL
R, RE—DAIRAMERNPEC TG,

ERE=TF, FtFELARZRREIET SFathiX B ER.
B HANEATUASFEE TG [FHE, FTEES8 |FETILF
H, FEABRBEEEER LT BT . BR, N&FRER
gHELKE, FESEHRBREFTELENCENINN. RE, Fathi

<« LiHuasheng 4
0508 (2005)
Ink on Xuan paper B4 K2
96 x 178 cm (38 1/5 x 70 9710 in.)

Copyright Li Huasheng =44 iRARFF &

MXJNAEZRZNIERE LEZFEHANER, ELEPREMER
TRMEZBINERM. IHEXMREEEISEEN (BXER,
BEERNEFN) B5 (BRER) IEMEIM. ZRFIERNEREHE
KPRMPEXHNFARKFPH “REEX" (Maximalism) « +AZR
ZEIX? BRRBEVIEETRRMN. REEANEN. RABBLNELR
Mo MEEXRZAREBEERNER. ENEFRHREBAR. LM
B2. M, FathifERRET BEXFHIMNE, BENERETHS
NREPEBEEZIMREHRAXHER. EX T RENEREY, E4,
ER—FERIEMERFER, hMERHLREN. BENBEHEXH
Ek, BUALGRERRUPAN. BELHES .
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<« Untitled L& (2013) Pen on canvas HiEHE 146 x 128 cm (57 1/2x 50 1/3in.)

39



40

<« Untitled L& (2013) Pen on canvas HiEHE 146 x 128 cm (57 1/2x 50 1/3in.)
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Golnaz Fathi
— ERRFS

X Karin Adrian von Roques

= = = _‘T‘_ s\\ 1
WELTREE, HEFIFDUET
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A Fathiin her studio Courtesy of Newsha Tavakolian
Fathi £t TEZ Newsha Tavakolianig

WEEKE BERNE FNHmIFamESs, ERPEZE, 516
RIS IMESEF—R Bz L. Fathi (£F19725F) ER/NIRHEED
WERERNBEZARMES], WHENEZBMNFS], BF—KAHH
FTHEREE, BRSFERMNERL. ESMERT: ‘G—RBH
HEELSHELENZAE, ENBEMIEE. BRIERA, UEFR
BREEEPREA—RIE. REFEE, BFRRERE. 7

PEEA-TIBRER, BETHE «<HZ8> . «HZH> HUERMNE
MXFRRTHAAEMARNEE R, EBRERAKE, Higxx
BERE. ILERATRNAZHENAR, BRRMFRLEEIFE
FEARATHRE. XUNEREERAEREMXRS, ERESER M
HHUXFMBE, HEEENODR. PEFAEXFHERMAME,
ERFEMFERNFICNFS, B “PENAREFHE—MEZL
HIRIR”. 2 Fiit, BEMPAREEXEBRERSTBEARTNR, mX—
REHEE, FathifREREERRIRET .

URFTEENEXMZTBERRARAXT, FEHELXFBSEH.
REFIRMGERVEN . X—RFBMNEEERE FEBENAER
- BRES, MREMMNKRRAXFEHETE “Aleph” 1EASS

MEEHM. 1LY, BER. BRERE - FRM IXERNG
ITRE, HTRAAMEENTE, EAMNFIGERLES KT .

ERGEHENNIBERED, RERE, BEPEEL. PERTNE
ZIREPEERBIEMBEENAN, mEENNZZYE SN
TROB®E. B, ASEHSENEENES; EAEES
£, WBBAESE; BAFESE, WHEHKRBEMBERMFR, XU
ERZPLEATRG. H#IE. MEMERTENER. X—HRERK
ERMBEMN. BEEHEIR. BFENEL LM, MERRZAD
ASHREIR TR F.

RO AAR Fathi AR EMN, tAEAREIKELZE,
FREZREERXTZAR. AltibERNEE/NN NN, T OmEki
%3, HAEHEXIEBPEPENHRRMABRS: —£—WEKRE
%=, EEHETRE. EMAQalam#tTHE, ERHAFEHMA
EEREIAR (%) - ANIESNEERPEIE, HHERHIRMA,
RPN RKERSERESETERENR. EXFEBMEE, BN
HEEZMEDLSHNIE. FathiBANBHEIL, TRENFERE
ek, BHEEROMET. PERTHRIRMEL, SEHHOR, ¥

I IAMANEER. FathiT19965F K8 T HEEZFEHEBENSE
FHIFRBAPERNL.

PERML— T MRBR TN 2 BENZAR, UBPERHDAE
BREARFRELSRESOTE, RENPERSRER—MEHENES
. IREEENXA. REhrL, ERPEEEMRENLRER.

MAFZHRERR—H, Fathi RYBIEETHFSEENBERE, BE
Wit 2 2N R ERBENRA. MXEEMESHR, BXF
MEXFBI, HHEA—MERNEGRESR. hHEE—BNHTEDS
SRERFEXSBNZARAR. £z E, SERBZARRFHRIMWFEFRNL,
EZE—PEMNTE, XEZARRBIEFIM Hossein Zenderoudi FZ
FRHTHI Nja Mahdaoui, fifIT&FAFMAREX DS, HIEEAIELEMN
RLEE. XBUZARBEERNE R, 19EHLEREEIRECHE
FEOM, 76 - BRRESHHE - EMREZARMNERIEERSR
TERFEANIREWSHEE, NEBSMFEIRAER.
EIRHRREXNBE, FEMAARNFRZARAHETEHE
ZR. ITEEEHEBTURZANER, HEEI—FMMEBNZAR
FEFRX. MRABEHERABRSENEL, XFABRAZHAE

FOMA
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< Numbers ¥ (2012)

Pen on Chinese paper, Acrylic cover %, W%, B4k
20 x 336 cm (7 3/4x 132 1/4 in.)
Each page & 71: 20 x 14 cm (7 3/4x 5 1/2 in.)

» Numbers (detail) 8% () (2012)

BENTR, WiRMthREIRE. WA FEER 5192 L E
B3, RAREREMUNEZOER, WEREREENZME. 4
BHERRMNIKRWRZEAZN, RAEZARMELA T AgLE, it
ZHl, BE-ERATERR—RENERS, WESNZRRITUY R
PENTEEE, EEEER—BRK. —RBaEfk.

HERBRNOARRNER, Fathith XM TRE. HI7IEFTRER, ZAR
RELEEERERT HE AR, LA FREBREREY
ZHEMAEQalam, AFRKREBRT. FERFUENBREIA—E
RISOAET], BEEZHH, WERASEERZNZME, HFEASIMH
EFHRIALR . AREEHFathiT1995FRBEBRZAzad KFEF
RITZLZEA, hER@ER. FRRILERE-HRRNRD, R
EWERBUARRHXAE. UREREERERL “BE” |, iEA
BE—#HmRAELL. RNTEESBAEREDENEIREKNE,
ARFHERRILR SULEAMNN EHAZNETRE, RIS
SthERAEXMIEEPFEN. XFathikit, ZRZEE, 2,
TEEBRECHEL. SMNBERRETBEMBEFENE X, FHBEHET
B. FREHTHENER, TRAKNFS. RANSHNTE, F
BEHENETAC, FathiRRULERERNZR ZSMITHR.

Xt Fathi k¥, SEWEBE, B—MLZENCHBE. —FRE, @
W, ‘REENSKELBET” « ‘BYTFLREARZ , HXIR
), ‘RNEFXNHENE, KEMNBEIRBRMNERE . EEMFEA
WERTEFNREAFR, FEUBEZEFFREE-RELEXH.
MR EANFLE, THEIHEREE. #TUFSERA—MH
FHREMR. “BUALKEAOERN, BREATHRESHNRE, B
ERHRNEH. SE—Z, RAFNEZBMENBHAFEFL. EE
BREBATELE, CERTHEM. " BT LE L SReLrE
71, WREFLAEE. BRTXIENNRI S, hiERNAGRERE
e e, RENEYSEMEZER —REANTE. TRRELE

ERBZEHR, FathiZ 2 NEBMETHNIRE. BHPEEREFNT
B, MINPHEFRFA—FLR . BRAVRS, R BREIRM SRR
B, FETEAZ L, TERMESERNEHR, BHENS IRLTFY
Beh, X5ER HZL ENFENTER. ERNET NN
REBIETNEmME. FathidF5E, EE—HHR.

HRENRITS R E—ERENEE, EUESKIFASK BHAE
BRI —FERIE. AETHES, FREEE: ‘XRBEIARE
B, ERATE, M ARE? &, WFERRLRSISEENE
1?7 REEWRBA: BARENT, AR OR, MEAXRRMN
E5 IR T XIBE .

LBEHMIER Fathi TRORFHIER, G5 —ME. THRRE
TRhile, BEXEMNERETFE, NREZARPENERLF. €
MEEMEZ R, EEMEERS®R. XPE5RE. XRE5RE,
BN AT RE. AYIBE, ESHEE, HIREWH. HelELH,
BT YA

RIFHEZR. AEEREBEX - FHENEERMERHFTR, “ZARH
AERBEMNIABE T HEMNHBWMEREEEE, iLRRRBEEN
5. E5W. NZAMEEXEEN, HIEBATEE. HIT
MEX, METELSHEMRERZMAETNXE. ZRREFFEN
WA eIfE, HERSAXFREFBHAER" o FathiHERTERSI&KRA
FTR, XEMEAMNRREmNES, M EEERHER.

Karin Adrian von Roques , 2R ZER. %

BA. BEIRMZZARDE, HEITFY
REFAMFRZAR. AETNHEERIESR
WEAZRE, 81 ZZ7%EMuseum fir
Angewandte Kunst, KRB ZHRZAREE,

BRI R At RR AT, MRS E S

2. EEIMAANMFEREZERUE S EES
ZEER, FEEERSRITARMAMAZAR
W miEl. BHaT, MIEEHR2014E38E48
RIORETIRONEE e, RS FF4A 0 B AR H AR
F. RBRNZEERZAR.

BiE

P KIBHTN4EY , Jalai ad-Din Muhammad Rumi () $5P0%8, 58
32750 &% (1207-1273), & %Jalai ad-Din Muhammad
Rumi, HEMAFETZIFA. «EHiA%y 2IiiREZNKERE
5, F2500028 #EIRXT AIZERK -

? Albert Kapr (1918-1995), 3ELLSB# R ZRFEBF AT HER
K.

3 lbn Mugla (886 - 940)

“Ibn al-Bawwab, EFHHIE, F1022F51031FEFEFE-

5 FathifEfE S B TR QalamZ EHEEHERE
(Pitt Artist Pen) BH{THIE.
¢ Dhikr or zekr: REZIBA TR, FHTZHORIERMMN.

"Rudolf Steiner (1861-1925) , BUbFIE¥ R, HEERAROIA
Ao B <Knowledge of the Higher Worlds: Rudolf Steiner's
Blackboard Drawingsy B ERM, MFERLARZMERFZEAR
TEYDEFARF A R REHE, 19974, H150.
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A Untitled & (2013) Pen on canvas fHE$NE 146 x 128 cm (57 1/2 x 50 1/3in.)

HMERREIRET Shiah Mashgh #1557 “B&L4>, 2
EREREERBEANAZLES, BER—BBMER
REHTEERE, EEARTEWRERITES. THM
. XRESFFHBEIRAZRZL, BESERPRERN
BYBLAMRRTG. RARBASFITHNEREEN
0, i ‘RELEN HHMRALEYE, SETRREERNE
NERRSHERK . FLERPHETRNXT, RZUE
Bieparp R, EEIEZYRMTRENEUREERE
MER. fEREEREURN L, MErREEREERA
DS

RIVFAREERNEMBENR TENEENEL R
B, URIXEEEA EHREA—MIE FiE. FEHW
MR, REETEF/MLME, EHEENEETRE
EX. BE—HEFRIKT, REERANEFETFEHRLT,
TREMBEM. X—METFHNRER, RET—MASER
BIEEE. MERAUUEBEAIMECNES, HTHENERX,
ESNAFRELESEINMN E BT ZFNEHN
BRAB, EflACAS.

—Golnaz Fathi
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