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Talk about your background as it relates to art making.

Having an Iranian father and an Italian mother (who met 
in Germany) as parents, I think I had to take matters into 
my own hands. I had to eliminate culture as a reference. 
The idea that one could deal with architecture as solids, 
and voids, and planes, and cuts did away with the need 
to borrow from other examples. I could generate my 
own vocabulary. Having a mixed background makes a 
reinvention of self necessary. I think art is taking matters 
into one’s own hands.

What types of architectural projects have you done?

In school, projects were utopian in spirit. Working in 
offices was frustrating because you have to think with 
someone else’s mind. The work has to be so compelling 
as to make building it unavoidable.

How did you become interested in painting?

In architecture, drawing is used to generate ideas rather 
than illustrating a product. The drawing is the product. 
In painting, the self-referentiality of the medium further 
minimizes the influence of extraneous forces. One can 
work in a vacuum and deal with things in a primal way 
without having to address issues other than the work at 
hand.

Is the approach, process, or any of the formal aspects 
of your practice related to your training as an architect?

Land art [mid-twentieth century art movement where 
avant-garde artists used soil, sand, rocks, and other 
materials found in nature to make objects] is an 
architectural influence, more so than any buildings; 
the earth plane is an influence, similar to the surface of 
a still body of water, all the way to the universe as it 
might relate to an infinite flat plane. The taut surface of 
a painting lying horizontal reactivates the sensations of 
a flat expanse.

Can you talk about your cupping technique, the 
recording series, and the unconventional materials you 
use to paint?

The idea of painting as “a record of events” informed my 
choices. When I began, I was looking for materials which 
would leave traces of their passage. My first attempt at 
painting was pouring ink on Mylar. I observe how liquids 
and dyes of different viscosities interact by rippling 
and capillary action. The drying of the ink on Mylar also 
produces a deposit of rings, tracing the withdrawal of 
the moisture. With inkjet paper, I discovered a surface 
that could record the edges of liquids. Using starches as 
a medium that could be removed, I got inspired by its 
cracking. In an overturned cup, pneumatic pressure will 
contain a liquid in a suspended state over the canvas.

Because it is difficult
to materialize architectural 

impulses, I chose painting to 
investigate impulses

in themselves…

C u p p i n g  0 3 ,  2 0 1 1

Alex Amini is a painter and sculptor, who also works with installation. With 
respect to abstraction, he draws upon many different influences including 
critical theory, philosophy, and architecture. Like many non-narrative painters, 
his use of materials – unconventional ones – have primacy. 

Amini has a series of works where he used a cup instead of a brush to paint 
or rather document the sequence of his emphatic movements; each gesture 
is a record of his thinking as he paints the canvas. Initially, I was struck by the 
color in the work – romantic and muted or graphic and bold – which seems 
to be an important part of his compositions, although he vows that color is 
inconsequential to his practice at the moment. 

And second, his accidental paintings, the verso, are extraordinary. The work is 
inextricable from the primary painting. The saturated canvas, normally invisible 
to the viewer, is undeniably a complete work and a unique part of his painting 
practice. 

Below, Amini talks about his background, the relationship between painting 
and his training as an architect, and other thinkers who have shaped his 
practice.

The Philosophical 
Painter
Alex Amini
by Monique Long
Portrait by Christian Kilrain
Carter Coleman
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Your use of color is striking, but you have 
said that your choices are incidental.

I have not yet tried to formulate a system 
for dealing with color. I am dealing with 
paint as a material. Color escapes me, so 
I don’t try to corner it. I am simply waiting 
for a higher insight. Through trial and 
error, like and dislike, hunger or satiation, 
I maintain an infantile relation to color.

Who or what has influenced your work 
intellectually?

In painting, reading the book by Yve-
Alain Bois Painting as Model was helpful 
in clarifying my own inclinations. In 
architecture, I was fortunate to come 
into contact with the teachings of 
Raimund Abraham and to be inspired 
by his drawings. Also, George Ivanovich 
Gurdjieff found the methods and a 
language for a person to be able to 
work on him or herself as a means of 
acquiring the necessary force to be able 
to access their own intensity. And Walter 
Pichler was a sculptor-architect whose 
book of projects I remember consuming 
obsessively. He was a colleague of 
Raimund in the sixties.
   

Your installations with draped fabric 
suggest an interest in clothing and/or 
textiles as well.

The way fabric is structured to meet the 
body, awakens the sensations of the skin, 
as the mind tries to wrap itself around 
the landscape of the body. The body 
always finds its way into the picture. The 
upper and lower areas within the field of 
a painting corresponds to the chest area 
and belly of a person.

Do you try to integrate your architectural 
impulses into your paintings?

Because it is difficult to materialize 
architectural impulses, I chose painting to 
investigate impulses in themselves after 
I had experimented with spontaneous 
generation as a painting process. I started 
working with grids and deformations of 
straight lines. The idea was to repeat a 
strategy of movement within a square 
to overcome ambivalence when faced 
with a blank canvas. Here, also, the body 
implies its presence.

Why are you compelled to paint?

The act of painting is a materialization 
of… that which is to be discovered. 
Painting eliminates all intermediary 
agents. All interactions leave a physical 
impression of occurring. This direct arena 
of exchange between the inner and outer 
realm is a substitute for not being able to 
relate to the physical world directly.

What is your idea of Harmony?

The act of joining or fusing elements 
into one entity is the underlying force in 
the making of Architecture. In painting, I 
am also inclined to fusing elements into 
a singularity. And this tendency to want 
to join and smooth everything into a 
whole might produce a sensation called 
Harmony.

www.alexamini.com P o r t r a i t  b y  C h r i s t i a n  K i l r a i n

C a r t e r  C o l e m a n

C u p p i n g  2 9  ( r e c t o ) ,  2 0 1 5
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P o u r i n g  # 3 6 5 ,  1 9 9 6C o l o r a i d  # 0 9 ,  1 9 9 8
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C u p p i n g  3 1  ( v e r s o ) ,  2 0 1 4

C u p p i n g  3 1  ( v e r s o ) ,  2 0 1 4
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C o l o r a i d  # 1 4 ,  1 9 9 8

P i c t u r e s  :  C o u r t e s y  o f  t h e  A r t i s t
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B r u s h  # 3 5 1 ,  1 9 9 0
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