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Majid Biglari (b. 1986, Tehran, Iran) earned his BA in Sculpture from Tehran
University of Art. He has exhibited his work in solo and group shows in Iran and
abroad. Biglari's solo shows include “Border,” Mohsen Gallery, Tehran, 2016; “The
Feast of the Day of No Return,” Aaran Gallery, Tehran, 2014; and “Being in Your
Life,” Aaran Gallery, Tehran, 2013. Among his many group shows, the most recent
ones are “Episode 01: Prolongation,” Mohsen Gallery, Tehran, 2016; “Doré-hami”
with NMAG's 9th Pop-Up Gallery in Amsterdam, 2016; and “Portraits: Reflections by
Emerging Iranian Artists,” Rogue Space, New York, 2014. In 2016, Biglari displayed
two installations, “Regarding the Pain of Others” at Pasio, Mohsen Gallery and
“Shades of Grey and Irrelevant Information,” at TMoCA as a part of the 7th Edition
of Tehran National Sculpture Biennial. He lives and works in Tehran.

Majid Biglari — The remains are the survivors of a catastrophe. Raw, scattered,
and inconsistent signs of all the things that no longer exist. Signs that do not signify
anything anymore. They are like disintegrated words, emptied of their senses,
recounting no narratives. Ruins are the reduced experiences of humans. These
fragments are objects that have become beautiful through repetition, and, with the
passage of time, they shall become evidences for the corrupted parts of history. The
realwitnessisthepiecethatseemstohaveneverexisted. The personwhoisnotthere,
the reality that has never been depicted, and the truth that shall never be uttered.
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“0O'Hare read this handsome passage out loud: ‘History in her solemn
page informs us that the Crusaders were but ignorant and savage
men, that their motives were those of bigotry unmitigated, and that
their pathway was one of blood and rears. Romance, on the other hand,
dilates upon their piety and heroism, and portrays, in her most glowing
and impassioned hues, their virtue and magnanimity, the imperishable
honor they acquired for themselves, and the great services they
rendered to Christianity.™

—Kurt Vonnegut, Slaughterhouse-Five

The experience of others is unexperienceable. Yet the archives are filled with
documents, kept for a long time, because they testify to significant or interesting
events. Letters, family photos, war documents, evidences of riots and revolts,
identity documents, the diaries and personal notes of important figures, are all
collected and preserved to give an honest, exact account of events. But they are unable
to fulfill this important purpose, like a dead man who is no longer able to talk about
the final moments of his life. Truth seems to be hidden under layers of documents,
between the intervals of films cuts, and among the piles of family photos while, in fact,
it has evaporated like perfume, no longer accessible to anyone. Documents neither
reveal anything nor do they help resolve ambiguities. As a matter of fact, they have a
hand in altering the reality of events. Not merely because truth is manipulated and
distorted in them but because they are told, written, and documented by people that
have survived the most horrific incidents. How can the few survivors of disasters talk
about the events as they really happened, when they have only a partial experience
of it? In “Testimony” series, documents are, according to Majid Biglari, things void
of meaning; they are sealed and mute; even if they open their lips to talk, there is no
truth in their mouths.

Installation View of
“Testimony” Exhibition

2018
(@0l o8ilas

il

&
m
-

-

1,

|

|
|

-
r 1
§

L mee—|

H N m
¥ m

Winter 2018<

<0



Mahmoud Mahroumi in Conversation with
Majid Biglari
A Desire for Installational Brutality

Considering your series of works, you seem to show a
tendency towards aestheticizing something that is the
opposite of mainstream aesthetics in arts.

| haven't thought about making “anti-art” or something
that opposes conventional aesthetics, and | don’t
believe my works can actually do that. They are
formed by the aesthetic gradually created from the
inside out. They speak for themselves, responding
to questions according to their internal aesthetics. |
don’t control them.

About your installation in Pasio, “Regarding the Pain of

Others,” which is essentially a critique of aestheticizing
the artwork by the artist; something that represents
violence in a beautiful frame, showing its self-made
aesthetic with a relevant, seductive installation
through a dominant, authoritative medium. How do
you think this ornamented brutality is desirable fo
contemporary society?

We see a host of war films, news, and violent images
that are in the top searched lists on the internet. Most
video games are about war. All of these are aesthetic
forms introduced by the media. The media that present
this kind of aesthetic sooner, would most likely be the
ones that win the attention of the society. This implies a
kind of aesthetic that is derived from that mentality, the
republication of which is also derived from that kind of
aesthetic, whether we admit it or not.

In hisbook Disciplineand Punish: The Birth of the Prison,
which is somehow a history and a genealogy of torture,
Foucault writes about when guillotine was used for the
first time. The people who were watching complained:

“We didn't see anything!” because guillotine had

deprived them of the pleasure of extensive, prolonged
torture. We have to remember that violence has been
distilled in society’s DNA for a long time now, and death

has grown to the scales of life itself.

My main problem with violence is its subjectivity and
inwardness. Violence happens in different layers
and it does not have a local meaning, but it's really a
universal concept. That is why | omit the codes that

represent a specific location. The maps in my works do
not correspond to actual places; neither Syria and Iragq,
nor Afghanistan and Myanmar. Referring to a specific
geographical location is basically something for the
media to do: using that in my work is absurd. When |
talk about violence, | am talking about the impact of the
media on violence, which has power in its nature. This
power draws its potency from each and every one of its
audience, and everybody has a role in its perpetuation.

Part of human violence in forgotten. We eat meat, but

we have no idea of wanting to kill a creature. We have to
admit that a part of our lives depends on killing.

Christian Boltanski, who was a fierce critic of the Nazis,
and, together with his Jewish family, had survived the
extermination camps, points out to when they were
secretly living as illegal immigrants in an apartment.
One they, their upstairs neighbor started to complain
about their cat, got mad at them, threatened them to
expose them if they would not kill the cat. Boltanski

confesses that his parents killed their beloved pet.

Repeating a violent action normalizes it. | am talking
about normalization by repetition in the media. For
example, seeing images of the death of people in Kabul
over and over has normalized it for us in a way that
the death of hundreds of people in that region is not
newsworthy, while the death of one individual in London is.

Normalization of violence has sometimes turned into a
ritual, and is radically sanctified. If we think about the
cross, what should it remind us but an instrument of]
violence and torture? However, when we see it, we feel
religious and spiritual. Normalization sometimes leads
to the injustice and the inversion of sensitivities. The
faces of soldiers beam with delight and is filled with
passion for life as they return from war and embrace
their wives and children; it is as if it were not them
who killed women, children, and innocent people. The
tragedies of wars, pollution, and AIDS taught us that

we are not getting any better. There is nothing more

sublime than the idea of Christ being killed for all
humanity; yet, his last words were, “| thirst. Father,

why have you forsaken me?” Is it not paradoxical that a
religion is made after these cold and hopeless words?
Martials are less dominant in your recent works. Also,
much less information is presented to the audience. We
don’t see separate titles and statements for each work,

and even the title of the exhibition is very open and general. One notices obscurity
more than ever before. Although, your audience might not be looking for so much

information. They may even like it to be emptied of information.

If specific and clear information is given to the audience, their overall vision will
be disrupted and it will be difficult for them to get rid of the details. | am dealing
with number analysis. Numbers and dates are stripped down to their most abstract
forms. Familiar forms such as houses and tanks are turned into abstract forms
such as cubes, then | have stacked them on each other and multiplied them. | have
demonstrated the process of erosion and ruination with something like incineration,
ultimately making them the products of post-tragedy. These un-burned, deformed,
and disturbed objects have a specific, momentarily function. It may remind me of
Plasco Building. For someone else it might be a reminder of a burnt tower in London
and so on. | am not searching for ways to show violence, but | want to peel off its
layers as much as possible.

| believe that all the data we have, and the documents that are lacking or are damaged
or distorted, testify to something, and when something is missing from the evidence,
the testimony will be disrupted and disturbed. What | refer to as fragments, are the
pieces that have fallen apart. To connect the pieces, we have to deal with the idea of
fragmentation. There are also evidences that are either missing or damaged, which
| decided to remove as an author. There are no suggestions in “Testimony”; only our
illusion of knowledge is criticized. The knowledge whose authenticity is dubious due
to a distorted testimony.
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Majid Biglari

Untitled (Detail)

From “The Experience of
Dishevelment” Series
Mixed Media

(Steel, Cement,
Concrete, Wood,
Cardboard, Textile, etc.)
65 x 66 x 24 cm
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The Testimony of the Remnants
That Have Lost Their Meaning

Behrang Samadzadegan —In recent years, Majid Biglari has exhibited works of
eclectic quality, leaving the power of judgment in the “in-between.” They keep
the mind and perception in suspense in the midst of information, or lack thereof,
between beauty and ugliness, and even among volumes that are simultaneously
nothing [specific] and works of art. At the outset and in his earlier works, he used
to defamiliarized common objects by adding texts; later, however, he started
deforming objects by pressing them into each other, and as a result, interwoven
metal volumes were formed, all implying that “there used to be something there.”
In the course of his work, Biglari has moved from defamiliarization to ruination.
The author believes that the artist has reached the peak of maturity and boldness in
the works he has made during the last year. Defamiliarization in his earlier works
were carried out on the basis of explaining something to the viewer in the texts
attached to the works. From there, he moved towards destroying and emptying
his works. Emptying does not mean making void, but a lack of representational
information and providing contexts and implications that have been stripped of
their informational load during the process of moving from written to aesthetic text.
Biglari's recent works situate us in an abstract condition, which is at the same time
very real. He provides us with documents and evidences that are emptied of their
informational load, and although it may not seem at the first glance, they weigh
more on the aesthetic rather that the informational side. In order to digest Biglari’'s
work, one has to linger, for he situates the viewer between two contradictory
dimensions. He puts a void before us that is emptied of beauty, and we admire it as
we habitually do as audience of art. Later, however, we realize what we have been
looking at was nothing but a ruin made of sterilization and neutralization of visual
information. We are standing before the image of a disaster, whose nature and
function as document are transformed to an object of beauty by being placed in an
aesthetic context.

Biglari puts us in a situation that, more than a visual experience, is presenting us
with a question: “What has happened?” We are facing the outcomes of a disaster.
As the artist has pointed out in the statement of his new series, these objects are
“the survivors of a catastrophe.” However, instead of displaying the tragic side of
the disaster, the viewer is presented with objects that are emptied of information;
an undramatic weight that draws our attention to question about what happened
“before the incident.” In other words, it puts us in “a moment ago” rather than “the
present moment.” In “Testimony,” we are presented with documents that we are
not sure whether they are genuine or fake. We see framed texts on the walls, out of
which the words are extracted. We see files that we cannot pick up and read. We see
objects that are expressive and quite attractive, but it is unclear what they are. In
another part of the exhibition, we see videos that constantly create the impression
of critical situation, and due to the irritation they cause through color and sound,
they are quite unbearable to watch, if not impossible.

The image of disaster in contemporary world, which is horrified by terror and
violence, and at the same time gotten used to it, has turned into an icon; in the
sense that the image dominating the mind has simultaneously taken over the scope
of cognition and imagination. The powers take advantage of this very characteristic
of the icon of collective imagination to control the mind and imagination of history.
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Omid Qajarian — War is the most horrendous word
in the constellation of human culture; it is as if war
is something inevitable in human history, for which
no one is culpable, and at the same time, everyone is
responsible for and guilty of.

What war leaves behind testifies to this human
tragedy. The casualties of war, the evidences and
documentations, and their “remnants,” as well as
the destruction, are all testimonies to the disastrous
effects of war. It is not without reason that they
call someone who is killed in war a “martyr:" In
Christianity, a martyr, in accordance with the
meaning of the original Greek martys in the New
Testament, is one who brings a testimony. Martyrs
always refer to the degradation of human culture
and it seems that a martyr will disappear after his
death, butin another sense, he is always present and
watchful. The culture that is created by martyrdom,
always deems those who were killed in wars to be
present, watching over the process. A martyr gives a
testimony; even though his body is physically absent,
his abstract presence is the remnant of the memory
of this destructive process. A martyr is constantly
testifying and has a prominent place in the most
sacred layers of human culture. In religious,
eschatological beliefs, “Martyrs are always alive.”
The presence and testimony of a martyr expands to
what is left of him, from his letters to his clothes,
belongings, and the documents related to him —all
testify as witnesses; as if there is a halo surrounding
all the objects that have remained from war. They
testify to the horrific presence of war. Remnants of
war are transformed in the sediments of time and
history, and they age, but they never go away: they
are rediscovered and reconsidered vyears later;
like archeological objects, they are excavated from
historical layers to testify to how human culture
destroys itself.

Poster for
“Testimony”
Panel Discussion
at Darbast
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There seems to be a deep connection between archeology and war: they seem
to correspond. Archeology and war both reveal something that is lost and an
aspect of history. Both of these remnants are important and valuable; however,
archeology differs from war in a significant area: one is the history of rising and
making, the other is the history of destruction. Although archeology encompasses
some aspects of ancient wars, it ends with historical narratives and descriptions.
“Paleontology of war,” however, does not belong to ancient times. It is, rather, the
extensive narrative of destruction that begins with the most inhuman achievements
of humanity, extending to the present time. The researchable excesses of this
destructive behavior are the remnants of war. The remains of war are more than
cultural objects. Objects give evidence to any kind of narrative of the life of human
beings and the world they have constructed. But the remnants of war do not only
give evidence: they also give a testimony. There is a difference between the two
words: an evidence is a fact from the past by which the past is reconstructed, and
is a document and a pointer to a situation, whereas a testimony is something that
extends to the present; it is as if a testimony denotes the “past continuous”: it
implies an unfinished and incomplete action in the past. Thus, the remnants of war
are not mere evidences, but like martyrs of a war, they testify to something that
results from sediments of the horror of humanity’s most inhuman achievements;
as if they are forcing us to face the terrors of war.

War is the most contradictory product of human culture. It is cultural, because all
the military achievements that are related to it have been relentlessly spent on
providing humanity with resources and for raising their awareness. It is a bitter
truth that the majority of humanity’s inventions and explorations are made to serve
the development of war, which is again used on its destruction and elimination.
The tragic consequences of war perhaps take a long time to heal but the destructive
effects of war are like old wounds, whose marks are never really healed. The
remnants of war leave traces that are like reminders of its imminence. They are
not mere historical documents: they are present like a “witness,” ready to give a
testimony to the possibility of disaster.

There is no doubt that there is nothing like the remains of war in the lexicon of
human culture that has expanded its borders of objectivity. Objects have a coherent
relation with time, adjusting their actuality based on this relation. Objects are
taken into consideration in terms of an aspect of time and the cultural interaction
that is derived from it, but the remnants of war carry a contradictory narrative with
themselves: on the one hand, they are constructed by humans, and on the other
hand, they are destroyed by them. Therefore, they create a different quality in time
and their presence, moving on the edge of skepticism that is beyond their objective
dimention. Sometimes, remnants of war replace an absence, whose narrative of
presence is left unfinished: they are constantly testifying.

“Testimony”
Panel Discussion
at Darbast
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Majid Biglari

“July 20, 2017" (Detail)
From “The Experience of
Dishevelment” Series
Mixed Media

(Steel, Plywood,
Fiberglass, Paint)

140 x 140 x 230 cm
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