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Fallen in Tehran

On the Second Rybon International Artists’ Workshop

An international, independent and artist-led institute based in Tehran, Rybon
Art Center hosted the second Rybon international artists’ workshop. The
program started on November 10th with Lynn Kodeih from Lebanon, Nicene
Kossentini from Tunisia, Maria Kapajeva from Estonia, Wojciech Gilewicz from
Poland, and Irfan Hasan from Pakistan, as well as Mojtaba Tabatabaie, Neda
Razavipour, Mojtaba Amini, Seyed Amin Bagheri, and Nastaran Safaie, and
lasted until November 25th.

The program started off with an opportunity for the participants to get
acquainted. For accustoming foreign artists to the cultural and artistic milieu of
Tehran, the next two days was dedicated to the visiting of galleries, bookstores,
and museums. In light of the fact that the idea of this model of workshops

is mainly based on maximization of interaction and dialogue between the
artists, some hours were allotted to introducing the artists. During these
sessions, each of the artists talked about their artistic backgrounds, sharing
their mentalities and experiences, which facilitated the process of the artists
knowing each other’s artistic behaviors, sowing the seeds of collaboration. In
the meantime, they chose their desired studios in deegar platform—one of
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the partners of the program that provided the work-space for the artists for
this year's workshop. The platform had 5 studios and other work-spaces, each
of which were selected according to what the artists’ techniques necessitated.
Two to three artists started to work simultaneously in each studio. Rybon’s
team put its best effort into making the air ripe for dialogue and interchange
of ideas, so that the artists would come to a decision on their final concept. Of
course, the interaction itself was far more important than the end results. So
nothing hampered the cordial conversations. The exploration of Tehran and
the Persian world led the artists to choose cultural subject-matters related

to Tehran, whether directly or subtly. This, to a large degree, is related to the
artists’ techniques and behavior, because, after all, it is they who have to find
their orientation during the two weeks.

Two panel discussions were also scheduled. One were dedicated to a review
of the 2012 workshop, for which Iranian artists of the previous program

were invited. In the session, Hamed Jaberha interviewed Katayoun Karami,
Mahmoud Mahroumi, Hamed Rashtian, Babak Kazemi, and Pooneh Oshidari,
on the experience of the previous workshop and its impacts, which was very
significant for the Rybon team and the artists of this year's program. The
second session, however, was about the idea of this model of workshops.

[t was held with the presence of Sohrab Mahdavi, Tehran based art critic,
Alessio Antoniolli, Director of Gasworks & Triangle Network, Janan Nozari, one
of the coordinators of this year's program, and Hamed Jaberha, who hosted
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the session. The presence of Antoniolli, with regards to his management
experiences in the Triangle Network, and also his involvement in holding
workshops with the same theme in various locations in the world, was
particularly valuable, for he answered many questions about the program and
its model, masking the session a challenging one, which took three hours’
worth of intense dialogue.

The second week was an open studio: the audience could come to deegar
platform, getting to know the artists, exploring the process of their works, and
asking questions. At the end of the two weeks, one final day was scheduled
for the program, during which the doors of the studios were open for seven
hours, so that many enthusiasts could come in and appreciate the program
and deegar platform.

The frosty Friday of Tehran had special guests, though. Lectures and
participants of Res Artis Meeting, held simultaneously with the program in
three intense days, dedicated their last hours in Tehran to the visiting of art
events. Due to the fact that the artists needed time and a space in which they
could concentrate on their works, it was not possible for people to come and
watch them at work, so this final day was a good opportunity to invite artists,
journalists, and critics to get to know the program and its artists.

The Second Rybon International Artists’ Workshop concluded on this day and
the invited artists left Tehran with a smile of satisfaction.
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A Platform for
Creativity

Tooraj Khamenehzadeh

Rybon Board Member and Curator
and Program Manager of Kooshk
Residency
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Rybon is constantly endeavoring to build a large network of
different artistic routes, through which Iran’s contemporary art
can encounter international art, bringing a breath of fresh air into
Iran’s contemporary art milieu. Since its initiation, developing
various forms of art residencies that make it possible for Iranian
artists to interact and discourse, have been at the heart of
Rybon'’s projects.

Rybon'’s international workshop, first held in 2012 in collaboration
with Mohsen Gallery, in the gallery’s spaces and also the darbast
platform, is a unique type of art residency experience; it has

been more than thirty years that this type of residency is held

in different countries around the world. For the first workshop,
Rybon summoned eleven national and international artists for
two weeks, so that they could live life in a unique space, outside
the conventional boundaries: the new experience of working
intimately with artists of different disciplines, nationalities, and
cultures.

Even though working in shared spaces of an studio can be a
challenge for artists who are used to the privacy of their own
studios, this close encounter, exchange, and connection through
working and living in a limited time, brings about a particular
kind of education, the impression of which could be felt after
years in the works and orientation of the artist.

Despite the difficulties and risks, the first international workshop
turned out to be two unforgettable weeks, thanks to its artists
and organizers. The thrill of its impact planted the seeds of the
next workshop in our minds. In 2015, with the efforts of all the
members of Rybon team, the second workshop was finally
realized. | believe that international encounters and interactions
are essential components in an artist’s career. As dynamic
platforms, these workshops can have lasting effects on the artists,
as well as Iran’s contemporary art scene.

On behalf of Rybon’s board of directors, | express my gratitude to
Rybon'’s coordinating team and supporters and | am certain that
this unique event will be held once again.
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Rybon, the
Boundless Feast

Hamed Jaberha
Rybon Administrator & Coordinator
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Just when and where humans are triggering ethnic violence so that
it is impossible for mediocrity and war to fall back into recession,
here in this unstable, yet fantastic island of art, we can talk a little
and distance ourselves from impositions and presuppositions

of our times. Rybon institute is trying its best to prepare a time
(even though brief) and a place (even though small) in which

it can work as a mediator for consolidation of a community of
artists from different nationalities, coordinating discourse and
information exchange through which we can make sense of the
arts. Contemporary art, in its constant reformulation and mutation,
is encouraging the artist to be truly human and keep searching
and asking questions. A mere aesthetic approach, however, will
inevitably lead either to wealth or superficiality, or perhaps both.
What makes the new artist different, though, is the desire to

know and learn more, which renders the information processing
ineffective, blurring the boarders between art, philosophy, and
sociology. Now the artists cannot sit in the solitude of their studios,
pouring their fantasies of poetry and myth into the mold of a
single school of thought, brushing their lives away. The artist in
now in a peculiar position between perspicacity and imagination.
Through the many journeys and encounters with a host of cultures
and languages, the artist can step away from the computer and
television screens, using his/her sense of touch to build his/her
own way of communication to better appreciate this new world.
The art residencies across the globe are attractive suggestions for
an inquiring, curious mind. So is Rybon'’s international workshop,
which is trying to realize that vision in Iran by inviting artists from
different nationalities. Rybon'’s dream came true beyond our
expectations. In fact, organizing such a program for a period of two
weeks can be quite a venture. Especially because the invited artists,
that came from various practices, disciplines of fine art, different
age groups, nationalities, and cultures, were selected from a much
larger list. One of the main factors for this selection and invitation
was the artists’ experiences, which was carried through with much
caution, always calculating the worst-case scenarios and foreseeing
challenges.

The Rybon team used all its potential to make it all work in the
best possible way. By proving the foreign artists with a warm and
welcoming place to stay, Kooshk Residency was also instrumental
in making the program even better. Moreover, The Cultural Section
of the Polish Embassy and Cooler Gallery’'s documentary crew
supported the program along its course. In the end, even carpets,
Persian music albums, books, and musical instruments were happy
as much as we were, and the good times made the moment of
bidding farewell particularly difficult.
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On the Physical Presence
of the Other Beyond Borders

Behzad Dowran
Sociologist

Art workshops, as held by Rybon, which brings together artists from different places
and with various artistic backgrounds so that they can interact for a while in order to
artistically engage to create an artwork, even in this technology-dominated era, can be
problematic for some. When information about anyone or anything is just a click away,
and the world has become so small that one can contact anyone all over the world

in almost no time, what makes physical presence necessary? What quality does the
presence of the other have that makes us need it?

The other with his/her physical presence—as the above questions suggest—are at
the core of any probable answer. It is as if the physical presence of the other carries

a sort of substance with it that goes beyond communication as the mere conveying
of a message: it transcends the process to a different level, like a supernatural rite,
which engages all the senses as well as intuition. Thus, as the mental horizons begin
to merge and a real dialogue is established beyond intellectual, cultural, geographical,
and lingual borders (especially when not restricted by the latter), what emerges is more
than imparting a piece of information, a thought, and even understanding. But is it not
the self that is the first thing one begins to grasp? So why do we need the other?
Contrary to what might initially come to mind, the first thing that one’s mind starts

to grasp is actually not the self, but the other. In other words, it is through the other
that one becomes aware of his/her own existence. To put it even more plainly,

unlike the dogmatic, traditional, but familiar, notion of one understanding oneself

by knowing one’s own “self,” and by detachment from others and self-reflection and
contemplation, knowing yourself depends on knowing the other. It is thus that “the
other” precedes “the self” by existential necessity: it becomes the cognitive priority, and
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knowing “the other” comes before knowing “the self” (compare with Descartes’ “cogito
ergo sum”). But why this explanation, as logical as it may sound, is barely compelling?
The answer to this question lies in the fact that we are being torn apart in two
cognitive consolations, i.e. the modern and the traditional. Our cognitive system, in

its traditional and ideal sense, begins with negating and breaking with the other, and
after returning to the self and by disintegrating in metaphysics, arrives at a doomed
destiny, which is inevitable and unavoidable. While cognitive systems of the modern
era, just after negating metaphysics, or at least by taking a critical stance on it, starts

off by referring to the other, and moving towards the self(s), arriving at a destiny,
which is open, and not predetermined; which is always questionable, and thus subject
to perpetual, constant reconsideration. Therefore, despite the fact that our minds
accepts the latter, our hearts conforms to the former. However, as reassuring traditional
methods might be, modern methods are replete with doubts and ambiguities, which
stems from the modern roots.

Artistic creation and its evolution—similar to the processes of scientific production—in
the modern age, can perhaps be understood and explained in the same vain. It is an
age in which representation of the secluded (half)-mad artist/scientist is a worn-out
cliché, no longer even useful for humor or satire, let alone being a show with a hint

of reality. In fact, both of these apparently separate processes occur frequently (if not
always) not in seclusion and desperation, with various inward and outward boundaries,
but amidst individuals and through often unofficial relations, based on physical
presence. That is why we claim that modern art has achieved such unprecedented
results, e.g. pluralism (and setting free from monism) and the appreciation of
differences, by giving priority to “the other” and necessarily through man’s physical
presence.

Talking about necessity and significance of “the other,” as well as the notion of
physical presence, however, is not limited to these arguments, as there are plenty

of scientific evidence that are beyond the scope of this short writing. Suffice it to

say that in the relatively new area of knowledge management, the main challenge

is in tacit, rather than explicit form of knowledge, and also the question of how tacit
knowledge can become explicit knowledge. Explicit (or articulated) knowledge is easy
to communicate, store, and is easy to be taught and learned, while tacit knowledge
can only be transferred to another person through the physical presence of “the other”
in the here and now. What is interesting is that a considerable part of any kind of
knowledge is in fact not explicit, but tacit.

By providing the opportunity to appreciate the physical presence of the other,

and beyond conventional borders, Rybon workshops not only make it possible to
transfer tacit knowledge and implicitly exchange it through different intuitive and
sensory means, but also pave the way to establish dialogues that eventually lead to
understanding. Moreover, it is an invigorating and estimable experience for artists,

as well as the art community, and even for the human society. We hope for this
experience to last, and become increasingly more pervasive.
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Art On the Playground

Sohrab Mahdavi

Critic

The smiles of Katayoun Karami and Hamed Rashtian, and the joyous expression

on Babak Kazemi and Pooneh Oshidari’s faces, when they were talking about their
collective experience in 2012, spoke for itself. Once again, these Iranian artists gathered
together at Rybon Art Center invitation on November of 2016—this time, without the
company of their foreign counterparts—to talk about the first workshop, where the
second workshop was held, on Deegar Platform. Each and every one of these artists
had a pleasant recollection of the two weeks of collaboration back in 2012. Perhaps it
was Katayoun Rahimi who untraveled the mystery for me: “It felt like | was back in high
school. As if | was playing with my classmates, sharing my handiworks with them.”
When Hamed Jaberha, executive manager and moderator of the session, asked

the artists about the downsides of the first workshop, the response was interesting.
Not only Katayoun karami did not see any disadvantages to the workshops, but she
was actually impressed by the unmatched orderliness of Rybon. While Karami was

still expressing her admiration, Mahmoud Mahroumi addressed it, humorously, as a
“military discipline.” The talk revolved around this idea of obsessive orderliness that
sometimes can be a hindrance to creativity, and sometimes a precious jewel in the
midst of chaos.

When asked to write for the catalog of this year's workshop in Rybon, the first thing
that came to mind was this ardency that was still there with the participants, even
after four years that has passed since the last workshop. It seems to me that what a
workshop or a residency offers to the artists is a playground. Everyone, | believe, would
agree that one aspect of art is a game (or even entertainment); nevertheless, there is no
consensus about the art being a game—neither for the artist nor for the audience. This
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might stem from the definition of “game” that are nowadays widespread.
While my dentist friend, Alireza Zamani, who is in fact much more than a dentist, was
ploughing my jaw with his German drill, he was simultaneously planting interesting
information in my head, and while he was keeping my mouth open with a prong, he
was also opening my eyes to these facts. He is one of those people who are curious
about this world, and the subject to one of his playful curiosities is what he calls
“playing in,” which means using elements of games in areas we do not call games.
Because he tends to justify everything, he was talking about the reason why he was
drawn to playing games, while he was torturing me:
- Worldwide toy sales in the last year reached 66 billion dollars, which is twice the
revenues of all the Hollywood movies.
- About a billion people play video-games in the virtual world.
- Only the players of one game called “World of Warcraft” have spent a total time of
5 million years in a period of six months.
- The biggest army of the world has been assembled in a call to arms to fight
against aliens in a game called “Halo”. The army had fifteen million members,
destroying ten billion alien in the course of a few months.
- The average age of gamers is thirty; forty six percent of whom are women.
Dr. Zamani proved that by “playing in,” you can make one of the most painful
experiences of your life become quite bearable. While | was hearing these information,
my mind was weighing them. Soon, | realized that it all made sense to me. Many,
including myself, look at the algae-like penetration of games and the endless
entertainments of everyday life—which has apparently took over the world, thanks to
the readily available smartphone technology—with suspicion. In many cases, playing
video-games disconnect us from our surroundings, and seek life’s pulsation and
meaning somewhere outside of our hearts.
We usually take the word “playing game” as the opposite of “being serious.” Children
play games, and if an adult starts playing them, it looks strange, even in this day
and age that (at least a part of) subway riders are playing on their smartphone. The
following quotation from Lessons with Kiarostami is interesting for me, because he
looks at escaping reality from a different perspective:
"It is not for no reason that we dream: they have a function. The world’s ugliness is in
front of us, whether or not we open our eyes to them. Through dreams and fantasies,
we filter our sensory inputs, we struggle with our mental bugs, and we become aware
of our unwanted emotions and needs. Imagination briefly detaches us from our
everyday lives."
Some dream more. When the hardships of life get us by the throat, we automatically
take refuge in the world of dreams. The more you negate reality, the more you sink
down into the fantasy world, which seems to be more under our control, where
no surveillance system can tap. In dreams, you pass the prison bars, seeking life
beyond the walls. Dreams are opportunities to make life bearable. They set us free
from difficulties, making us steadfast. If there was a machine that could measure our
dreams, then we could see how busy the dream world of a taxi driver is. Caged birds
sing lauder.
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For Kiarostami, “dream world” is a creative and liberating place, in which one can
momentarily be free from the determinism of the present time. Video-games usually
don't. On the contrary, they form habits, compulsively making chains of algorithms
and throwing the player into its labyrinths, perhaps even adding to the complexities of
life. So a distinction between conscious playing and habitual gaming can be made. In
the former (which can come from the sub-conscious), imagination is alive. In the latter
(which can be creative), the player is captive to the habits. When the act of “playing
in" is entrusted to commercial companies, whose indisputable objective is to make
financial profit, then the result of the games will be nothing but addiction, for it is the
only way to draw, sustain, and engage the “customer.”

Haruki Murakami, Japanese writer, recently received Hans Christian Andersen’s “Ugly
Duckling” bronze sculptor. He says about his writing procedure that he does not plan
the story of his books beforehand. Instead, he starts off from a scene or an idea: “When
I'write, | let a scene or an idea take its own course. In other words, while | am writing,
instead of using my mind, | think by the movement of my hand. When | write, what is
in my sub-consciousness is prior to what is in my consciousness.”

If we go on further with this, we can probably say that imagination becomes manifest
in an action, whether it comes to us from a monitor or a cinema screen; from between
the lines of book or from shapes in a painting; from installation of objects or the sounds
of music under a ceiling. Imagination has the power to go beyond the confines of
conscious mind, reaching the sub-conscious. Perhaps this would remind us of the
importance of games. In other words, giving space to the sub-conscious, is playing
with perpetual creativity.

The system of workshops that Rybon follows, is basically shaped by the patterns
established by the experience of various groups, such as Gasworks organization.

This system is followed by other workshops in a more or less similar fashion. One key
principle is giving the artists the freedom of “not making.” This freedom can perhaps
be ascribed to their basic belief in “playing in.” Although it is true that most artist do
have an output, they know, on the back of their minds, that they do not have to'.
This approach frees the workshop moderator and the artists from being bound to an
output, thus changing their approach and attitude towards what is happening in the
here and now.

Similar to the above principle, is the emphasis on not necessarily cooperating with
other members of the workshop. The raison d'étre for “art workshops” is for them to
take place in an in-between realm, which would not otherwise take place, namely in
each one of them separately. The fact that there is no mandatory collaboration is a
remarkable thing that increases the “playing in” consequences of the work. We find a
similar thing in the games children play. It is true that peer pressure can force a kid to
continue playing when he/she does not want to, but the submissive borders of a game
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is flexible, wiht the possibility of non-conformity at its core. For some artists, this was a
motivation to come out of their seclusion?, and for others, a chance to interact®, and for
some, a reason to go into seclusion®.

"Play in the game of life seriously, but do not take it seriously!” Masoud Mehdipour's
advice seems to be easy, but in fact it is not. It takes knowledge and experience to
fully grasp it. We often want our lives to be meaningful. Calling life a “game” seems
blasphemous and offensive. Yet, we know if we want to enjoy life, we cannot to be
overwhelmed by what happens in it, but we have to see them as a whole that gives
meaning to life, be it good or bad. We can twist (play with) Mehdipour's sentence,
without changing its meaning: “Do not play in the game of life seriously, but take this

game seriously!” In a sense, both playing and being serious is foundational to the way

we think. One cannot carry the weight of our imagination without the other.
Workshops and residencies have been created to “play in” artistically, which makes
them a crucial part of art production—with no compulsion.

1. Neda Razavipour, a bright artist with residency experience, did not like to work under compulsion at all, so he
decided not to have an output from the get-go. The difficulties of life in Tehran in early November, which was
complicated even more by pollutions, illusions, and desperation, made her want to show a video of an everyday
occurrence, without wanting to send message. Eventually, she hung writings on the walls of the room in which
her works were exhibited, filling the empty spaces of artworks with instructions of “How to become an artist!"
which was an interesting trick to avoid having an output, while getting busy.

2. Nastaran Safaei used to say that she would work in the solitude of her workshop with no contact with people,
and that being in the studio would motivate her to do something in which others could participate. Her work
required active participation from others. Safaei brought white volumes made from waste material of the
workshop and asked other participants to paint them. Everyone picked up a brush and started to paint. His
other work was all over the studio, and in the spirit of his recent works, referred to metalinguistic factors of com-
munication. Saremi had registered four syllables of a word with the shapes of the lip, and gave the participants
and guests the opportunity to interpret the pronounced word.

3. The portraits of Mojtaba Tabatabai of the members of his own workshop were examples of his interpretation
of the participants. However, he had gone a step further: he would let the participants, of whom the portraits
were drown, to tweak their own portraits, which would lead to a deep, epistemological synthesis.

4. Wojciech's two video was also interesting, for they followed his group-travels to different parts of the city,

outside the city, and with different working situations and environments in different places and countries. In
other words, for him, being in the workshop was a chance to stay in seclusion.
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Pakistan|1982
-2003 -2006 BFA (Distinction)
Specialized in Indo-Persian Miniature Painting,
National College of Arts, Lahore, Pakistan

«Irfan Hasan, bornin 1982, in Karachi, graduated from National
College of Arts, majored in Indo-Persian miniature painting in 2006.

He received numerous awards including “Distinction” award in thesis
project, “Best Young Painter” from Punjab Arts Council in 2007 and 2008,
and Commonwealth Connection International Fellowship.He also attended
residenciesincluding Art OMI, New York; Storefront Artist Project, Massachusetts;
VASL, Karachi;and Commonwealth Connection International Fellowship at GCAC,
Kolkata.He has been teachingsince 2007. He taught at Indus Valley School of Arts

and Architecture, Karachifor 6 years.Heis currently teaching at National College of
Arts, Lahore.

Hasan has held severalsolo projectsand group shows nationally andinternationally.
Forthe lastfew years his practiceis highly captivated by classical European
portraiture and figurative painting. He also conducts the workshops of Indo-
Persian miniature painting at his personalstudio.Helivesand worksin Lahore.

Artist Statment

"To the humblest among them, who may be listening to me now, | want to say that the masterpiece to which you are

paying historic homage this evening is a painting, which he has saved. "
—André Malraux

The works | made during the workshop are my homage to Abu al-Hassan Ghaffari, the Iranian master
watercolorist. | became interested in making portraits of men that resembled those in Ghaffari's
paintings. The people | chose to portray, were people with whom | interacted during my residency at
Kooshk. I have also used Shikasta Nasta'liq script as embellishment. I also used old techniques of Mughal
and Persian miniatures, such as hand-ground opaque watercolor and gouache on paper.
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Artist Statment
On Repetition and Nothingness

Then said another—"Surely not in vain
My substance from the common Earth was ta'en,
That He who subtly wrought me into Shape
Should stamp me back to common Earth again.”
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Estonia | 1976
- 2000 BA (Hons) Economics and Business
Administration Tartu University, Estonia
- 2009 BA (Hons) Photography University for the Creative Arts,
Farnham UK
- 2013 MA Photographic Studies University of Westminster, UK
+ 2015 PGC: Learning and Teaching in the Creative Arts, University for the
Creative Arts, UK

- Maria Kapajeva is an artist from Estonia who works and lives in London. Her work has
been shown internationally including the shows at One Fest Goa (India/2016), Brighton
Photo Fringe (UK/2016), Tartu Art Museum (Estonia/2015), Auckland Photography Festival
(New Zealand/2014) and Harn Art Museum (USA/2014). Maria’s dummy book ‘Reading
Apocrypha’ was shortlisted for UNSEEN Dummy Award (Netherlands/2016) and selected for
TOP 10 for Dummy Award at Riga Self-Publish (Latvia/2016).

Often Maria develops her work at various residencies. She was selected for Bridge Guard residency
in Slovakia (2014), for FATHOM residency by Four Corners Film in London (2015) and for Narva
Art Residency in Estonia (2016). She was awarded Gasworks & Triangle Network Fellowship to
go to Kooshk Residency in Iran and participate in The Second International Artists’ Workshop
organized by Rybon Art Center. Currently Maria works on a new commission ‘Culture Shifts’
for Open Eye Gallery in Liverpool.

Her multicultural background drives her practice to mine a diverse spectrum of cultural
identity and gender issues within historical and contemporary contexts. She works with
stories and histories she finds in archival photographs, old family albums or on flea
markets. She deals with political and social issues of the past and questions how
they form the present of people, whose stories got forgotten or about to
disappear. Using photography as a start point, Maria works with video
and installations, which often contains of found objects or unique
pieces she creates with photography, various printing or
stitching techniques.

My project has found me on a flea market of Tehran, where old photographs and Soviet film posters
attract my attention. | decided to follow the story and get to know more about the collection the
man on the market sells, where the films and posters come from and why he collects it. The dusted
objects, which seems do not interest many people on the market, inspired me to research the history
of cinemas in Tehran on Lalehzar Street, most of which were closed down after the Revolution.
With my camera, | walk around, talk to people, collect their stories and find new objects, which
I hope will be all part of my final work.
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Artist Statment

Xabt: to beat someone severely, to trample on someone or something, when a camel hits the ground
with its hand, to strike someone with a sword, the state of being nocturnally disoriented
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Iran | 1966
- 1986 Diploma in Painting, School of Fine
Arts, Tehran, Iran
- 1991 BA in Painting, Tehran Art University, Tehran, Iran
ala ﬁﬂﬂ. a G - Mojtaba Tabatabaie born in 1966 in Tehran, Iran. Lives in Tehran. He
. graduated in Painting from the School of Fine Arts of Tehran in 1987. He
) i = has BA in Painting from the Tehran Art University, graduated in 1992.
:?1.-' AT T A 9 y: 9

He participated in 2nd and 6th biennial of painting in Tehran museum of
" "J'._-‘n_;_:: 1 ‘5.1.'-;-.'--'_
LA

i -

#

contemporary art. He also participated in 19th, 21st, and 22nd Bratislava illustration
biennial. He has illustrated more than 20 children books which are published by

different publishers in Iran.

He participated in many group exhibitions in Iran, Japan, Switzerland, England, France,

Holland, Kuwait, Germany, Serbia, and etc. He has held more than 12 solo exhibitions

in Iran and the US. His workshops include Simurgh, British Council office in Iran, 2007;

lllustration workshop in Italian Embassy, 2008; and the Second Rybon International Artists’
Workshop, Tehran, 2016.

He is a member of the Society of Iranian Painters. Also he has been the board member of

the Society of Iranian Illustrators.
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Can we really go further than what
we call “lived experience”?

Can we consider each happening as
a new experience?

The artwork is the perception of artist
from the subject, now if the subject
also participates in finishing process;
the artwork will find a new setup and
condition than before.

Watching this contribution can be
considered as a new experience.

My work starts by sketching portraits
of artists who participate in this
workshop and since artists work

in different disciplines, they have
various technical perceptions.
Portrait of each artist was given to
her or him and then they decide
how to end the project from their
own point of view.

This participation creates a challenge
between the subject and artwork.
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Artist Statment

See What the Lips Are Saying!

This installation is a work in progress. These wax lips are cast of my own lips, while I was making a
sound, uttering a word, or a sentence. The viewers can join in the lips’ on-going process, and write the
sounds and words they associate with their shapes, on the wall and under each one them. They can be
quite irrelevant to what | intended, and it can depend entirely on what an individual viewer makes of
them. Indeed, the shapes can turn into sounds that are often unintelligible, making sense only to the
person who has imagined it: we are the audience of unclear sounds and images.
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Paint Me!

I'usually work on my own and | only reveal my works when | have reached my desired result. For the
workshop, however, | decided to use an interactive process. So | used waste and recycled materials
such as cardboard tubes, toilet paper, asphalt, cake paper plates, filter cloths, plastic, steel wools, etc. to
make abstract, white volumes, and | asked the audience to paint them however they wanted. So the
outcome is a collective work, which is made according the audience’s consensus.
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Razavipour

Neda




Iran | 1969
- Education: Graduated in Fine Arts from the
University Paris | Panthéon-Sorbonne, and in Stage/
Space Design from ENSAD, Paris

« Graduated in Fine Arts from the University Paris | Panthéon-Sorbonne,
and in Stage/Space Design from ENSAD, Paris. Her practices aim to connect
the arts with everyday life events. She meets the challenges deeply embedded
in her society and her personal life, and attempts to change the role of the viewer
from ordinary spectator to active participant, using a variety of media. Her recent
investigations into performance art allude to the notion and experience of equilibrium,

its relation to instability, and the manner in which these two concepts coexist, forming a

threshold between order and chaos on which life depends.

Razavipour has co-founded several collectives and NGOs in Iran, including different range of
activities as experimental theatre company Leeve TC, collective artistic space, Jalleh CS & Movazi
AG, artist health support network, Karestan, and civil rights activism, NAFAS.

Selected Art exhibitions and grants include: laspis, Residency, Stockholm 2016 ; Artist Talk,
Athens Biennale 2016; Recalling East, Residency, AIR Laboratory, Warsaw 2015; Dust, CCA,
Warsaw 2015; Insidelran, Rotterdam International Film Festival 2013; Pulso-Iraniano, Espaco
Oi Futuro, Rio de Janeiro; Home Spun, Devi Art Foundation, Delhi 2011; Disturbing the Public
Opinion, Réda Sten, Gothenburg 2010; Square Mille, Visiting Art Project, 2009; L’Iran devoilé
par ses Artists, Panel Discussion, Centre Pompidou, Paris 2009; Artist to Artist, Residency,
Visiting Arts & Delfina Foundation, London 2008; Nagsh, Pergamon Museum, Berlin
2008; Lion under the rainbow, D-Art Foundation, Athens 2007; Contemporary Art
scene in Tehran, Panel Discussion, Art Athena Biennale 2006; Iran.com, Museum
fur neue kunst, Freiburg 2006; Taiwa, Red Brick warehouse, Yokohama 2006;
Soft Guerrillas in Tehran, Apex Art Gallery, New York 2005; Iran Sota La
pel, CCCB. & Casa Asia, Barcelona 2004.
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How to Be a Good Artist

“Truly becoming a good artist takes more than just raw skill and talent. Hard work and developing an
individual style are at the heart of being a good artist, but the good news is that anyone can work hard.
Simply dedicating yourself to your art, and taking time to do that every single day, is the best step you
can take to becoming a good artist.”

—Wiki How

This is one of the definitions | came across on the Internet. My work aims to challenge the meaning

of an artwork, its relation with an idea and production, with society and everyday life, with an artist’s
creativity and careerism, with competitiveness and anxiety, with mystery and routine of the art world.
For this workshop, | experiment in both ways: testing out my own ideas in relation to the previous
work and collaborating with another artist for a short time we have been given.
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Tunisia |[1976
- Education: She studied in the Academy
of Fine Arts in Tunis, at the Marc Bloch University in
Strasbourg and at the Sorbonne University in Paris
- Field of work: video art, photography, installation

/' + Nicene Kossentini (b. 1976, Sfax, Tunisia) is a photographer/video-maker.
/,/' She is a graduate of the Institute of Fine Arts in Tunis and The Marc Bloch \
University in Strasbourg, and has also studied at Le Fresnoy in Tourcoing, and
/' Les Gobelins in Paris. Currently Kossentini is an Assistant Professor of Experimental
/ Cinema at the University of Tunis. With her photographic and video work of temporal
/ landscapes, Kossentini not only evokes her home-which she describes as “secret gardens,”
| but she also evokes the secret gardens that may reside in each one of us. This metaphorical ‘
| conception of space- a mental space that is neither fictional nor real - invites the spectator
! to plunge into an indecisive world between presence and absence, between forgetting and
‘ remembering.
Her artistic research has established a work process which conjures a conglomeration of
" dualities: garden and desiccation, presence and absence, kindred and foreign. Kossentini’s
works are a contemplation of a phantom space, the in-between margin of dual spaces: a
conglomerate of something and nothing. Kossentini explores this very margin where the
three components, her ancestry, her language and her birthplace, exist.
Nicéne Kossentini’s work has been shown in several solo and collective exhibitions
including the MMK Museum fiir Moderne Kunst, Frankfurt; Gwangju Museum of
Art, South Korea; Pori Art Museum, Finland; Museo Arte Contemporanea Ticino;
National Centre for Contemporary Arts, Moscow; Museum of Contemporary
art of Algiers, Algeria; Institut du Monde Arabe, Paris and Circulo de
Bellas Artes, Madrid.
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Artist Statment

In order to challenge the relation between the image and the text, | have utilized
the language of cinema. The screenplay is the point of departure in the process
of filmmaking. The script remains invisible while we watch the film. But in a silent
film, we notice the presence of the script, for the dialogues and descriptions

are included as “intertitles” in the sequences. In silent films, texts are intrinsic to
images. Using cross-cutting technique, two parallel stories will alternate in my
project. It can suggest that the stories are happening simultaneously. The first
story is the real story of Sam, a young man I met in Tehran. Always filmed in
close-shots, his life is revealed through his conversations with friends, parents,
sister, etc. The second story is also about Sam, but it is an imaginary one,
invented by the artistt is presented as a screenplay. Each shot, or “intertitle,”
represents a sequence written in English and Persian.
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Artist Statment

We need language. We live in language. Language reveals our similarities and differences, and it gives
social prestige to our routines. Although it is possible to create new techniques with body language
for conversation, our “lived experience” depends on our language. Language converts “the imaginary
order” into “the symbolic” one and finally into reality. It unravels our needs and desires.

Language releases us from meanings and realities and helps us take refuge in the metaphor, synecdoche,
metonymy, and other aspects of it. Body language focuses on semantics far from syntax structure, and
it builds its own significant system.

In this series | try to escape verbal language. Here, with the collaboration of my colleagues, | use the
meaningful forms of their hands. We talk through different languages, and although the intersection
of our perception and understanding is in English, we still we have some clear differences in dialects
and speech. In written and spoken language, the truth is postponed. Despite our expressions and body
language, our thoughts remain a secret.

We often try to make our intentions clear by adding our body language to written and spoken words,
and we try to illustrate our thoughts. Then again, some of our concepts get lost in between the lines.
| am seeking to find a way to give a physical gesture for expressions by removing sounds, as well as
written and spoken words. Hands in this series are signs. Each of them has a meaning for the participants
and each figure tries to express something. What remains after the hands> collision put forth more a
vague expression than a clear one. Although we have language in common, it stays obscure. We are
more talented for misunderstanding than understanding.
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Poland | 1974 : -
- Studied at the Acadeﬁpy of Fine A‘r{s M N
Poznan (1994-1996) and then inWarsaw, wh ein

1999 he earned a degree in painting £W|th an add.'_hn )
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A - Wojciech Gilewicz (b. 1974, Poland), a pa!nkt‘e_r, phot
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his expenence of the palntlng medium to create form'_
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contemporary art, its reception, and interpretation. He raises questi 0
painting and video in today’s world, the status of the artist, and the wor|

institutions and the art world, and in society.

Gilewicz's solo exhibitions include Cuboids, Cuchifritos Gallery, NYC, USA ;

Gallery, Warsaw, Poland (2015); Painter’s Painting, Kuandu Museum of Fin ) a
Intrude, Manggha Museum, Krakow, Poland (2012); and Front Room: Wo;cngch G|IeW| Z,

Art Museum St. Louis, Saint Louis, MO, USA (2008).
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‘National Museum of Contemporary Art Residency, Seoul, So orea (2010).
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Madrid, Hors Pistes Japon, and Currents New Medi

He holds an M.F.A in Painting from the Academy of I?ne Arts, Warsaw '
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“Painter’s Painting” (work in progress) is a global journey through cultural stereotypes and clichés as
well as different “local” motifs present in art in today’s fast way of living and rapid pace of us changing
locations. In the video | am examining the resistance of art to reality and also its capacity to depict

it. With traditional, nearly stereotype painter's equipment such as easel, brush, palette, canvas, |
videotape myself on a variety of social, political, and cultural backgrounds to see if art can ever catch
up with what is going on, and somehow asking if it really should. | am always dressed in the same way,
| perform the same gestures and | do not ever allow the viewer to discern what is being painted, if at
all, on the canvas. In my video, G20 summit is featured next to a Buddhist temple, fire next to snowy-
capped mountains. The whole focus is solely put on the actual backstage and not on the reproduction
of it on canvas.
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