






The paper making process is very similar to the ceramics I’ve recently started making. You make 
something and you have an idea but it can have a life of its own. It’s again wet and malleable, it is fragile, 
but not precious, and at any moment in the process it will break, crack, explode, warp, bend and do what 
it needs or what it wants to do. You’re dealing with earth, so there is only so much control. I’ve learned to 
let go and let loose with both these materials. But then neither are as time consuming as embroidery, so 
when something goes awry it’s not hundreds of hours gone. With both processes, I became interested in 
allowing them to be and use their nature versus work against it.

Detail from Aminlari’s Untitled (22.001).



Papermaking, especially the way you approached it, is collaborative – your practice has been largely 
solo. How was that change? Was it uncomfortable to make decisions publicly and collaborative like 
that or liberating?

At !rst completely uncomfortable, I think I had a fear of failure, whatever that means. Not knowing the 
medium and working out your problems and questions in front of someone can be very vulnerable. But I 
had an amazing collaborator at Dieu Donné, Katharine L. DeLamater. We had a Studio visit and discussed 
my ideas and colors before we started the process, and when I arrived everything was ready and 
Katharine really guided me and showed me many techniques.

I’d love to discuss your colors too. So the mauve/maroon is a byproduct of your process but the blue, 
pink, and gold are intentional choices. Excluding gold, blue was the !rst “color” that appeared in your 
work, in 2013 I think. It entered very quietly in your sparse thread on paper works but has been 
dominating your palette for the last !ve years. Is this a purely formal choice or is there a symbolism or 
personal signi!cance to the blue? This blue speci!cally.

With the piece you’re referencing the blue was in reference to blue found in Persian/Islamic architecture 
in Iran. But it was a memory of that blue, so my blue tended to be more of a turquoise so far o" from the 
actual. From there I started to introduce multiple colors within my work. At !rst they were monochromes 
then I started blending multiple colors, in a way my !rst approach to painting. Then blue came back into 
my life after a visit to Porto, Portugal. I fell in love both with the all over tile patterns and the blues. With 
some research into the tile work and its in#uences, it led me to Delft blue porcelain, which were in turn 
inspired by Chinese blue and white porcelain, which in turn was produced and exported because of blues 
imported to China via the Middle East.

Abdolreza Aminlari, Untitled (13.005), 2013, Thread on 
paper, 54 3/4 × 54 inches framed.

At the time we were in the 
middle of Trumpian nationalism 
in the USA and seeing the rise 
of nationalism across the 
world, and this fact that I had 
just learned erased the idea of 
national Identity for me. In a 
way everything is dependent 
on something else, trade of 
material, ideas, knowledge. 
Through that trade can 
something new be born. So in a 
way nothing is of a singular 
place and at the same time it 
can be so much of a singular 
culture. OK, back to the blue, 
when I came back to New York 
I knew I wanted to explore the 
ultramarine. And I !nally 
started painting my white 
paper with gouache.



Ha, I was just really attracted to the pink and the contrast with these jeweled tones I’ve been working 
with.

And of course the gold, which has been a mainstay of your practice. What drew you to gold – the 
color? And then why did that interest manifest as gold thread? Can we separate the two? Did you ever 
work in gold paint before turning to thread?

I started using an imitation gold thread at !rst. Of course a direct correlation is the use of gold used in 
Persian miniatures, but for me gold is almost a color non-color. It re#ects and refracts light back. It 
changes with light and the viewer’s movement and relative position to the works. For me it’s very active, 
but it also hints at the passage of time. Since going deeper into the act/action of sewing, time and labor 
positions of the world have become essential for me. Embroidery is both at once a repetitive and 
meditative act, but depending on what and how you’re working, it can become pure labor.

Aminlari’s gold thread.

That messy history of blue is fascinating – especially your personal connections to the color. What 
about that neon pink, it is a total, beautiful outlier – explain yourself!

Where do you !nd this thread? 
What is it used for?

This is all vintage real gold threads 
from Japan that I have to scour 
online. My !rst use of real gold 
thread was about 10/11 years ago. 
And I found someone on the West 
Coast that had a limited supply they 
acquired in Japan in the 1970’s I 
believe. The threads are extremely 
fragile and snap and break quite 
easily, so I’m constantly rethreading 
tiny little needles.

It’s been so fascinating to see 
contemporary artists utilizing and 
championing craft processes that 
have been historically dismissed 
within the world of “!ne art” – I’ve 
spoken to Najmun Nahar Keya and 
Hangama Amiri for this column for 
example – you’re a little di #erent 
though – you’re using a process and 
material from the textile world with 
paper – arguably the most elemental 
of art materials. Why are you 
embroidering on paper? Why not 
cloth? Have you ever worked on 
cloth?








