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Untitled

Analogue Photography - Photo installation

Mehran Farid
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Dailygraphy
Mobile Photography - Photo installation

Golnaz Taheri




Private Public

Digital Photography
Samane Gholamnejad

Nothing went according to Poussin’s vision of the future of humanity.
Enlightenment saw Time as an innocuous and transient and defined History
as a flawless tool to record how Time affects human life. But Time didn’t just
pass; rather, it left its mark on things. Attrition and forgetfulness was the
outcome of this seemingly innocuous passage. As a memory of Time,
History was fallible, short-lived, and selective. Thus, meaning was soiled
and, without knowing it, Time and History joined hands to render things
meaningless.

In truth, Enlightenment misrepresented the essence of Time and invented
an archive - history - which gradually forced human beings to migrate from
their natural state to where the totalitarian mentality reigned supreme. In a
self-made dialectic, and with the illusion of filling the gap between mind
and matter, the Age of Reason was going from one end of the spectrum to
another, and gained nothing in the process.

The authoritarian mentality affected a fissure between cogito and existence
to confiscate and conquer utopia and to define ideals anew. Concepts were
the same as before but seen in a new light and assigned new functions.
Meaning became an abstraction and reality less and less accessible.

Thus, history becomes cyclical and doomed to repeat itself without giving us
anything. Utopia loses its thrust and becomes a word in the dictionary,
nothing remains of it except an impossible objective that modern human
beings can only reach in “infinity.” Utopia became a tool to gauge our
distance from what we are not and there is no necessity to reach it. This
affected distance, which Poussin optimistically ignored, was to bring
objective and subjective unity to the two concepts of utopia and reality gone
abstract.

Photography emerged as a way to discover the infinite capacities of reality
and to feel the limits of its understanding. It revealed a desire to construct a
utopian reality by arriving at an exact impression of that singular reality.
However, it unwittingly created an alternative reality. Photography became a
new toy in the hands of the totalitarian mentality. It was unable to offer an
image of existence in connection with its spatial reality but to fragment that
singular reality more than ever to reveal the gap between moments.




When 17th century French painter Nicolas Poussin created “Even in Arcadia, there am
I” he clearly aligned himself with the spirit and optimism of the times. Overzealous
with establishing a new world, Enlightenment was after a utopian and optimistic
order. This was an era basking in its achievements and celebrating its liberation from
the confines of the Middle Ages and giving itself the title of the Age of Reason.
Arcadia was that idyllic village Poussin yearned for and thought accessible. He saw his
work not only as a new visual rendering of a historical past but as reestablishing and
angling a forgotten meaning from the depth of history. Poussin attempts to recall and
resuscitate the idyllic pastoral scene was to utilize it to create a new concept of Utopia
and Arcadia, the second representing the idea of the unity of mind and matter.

But ...

Untitled
Analogue Photography

Alborz Kazemi
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Echoes
Photography with mobile phone camera

Siavash Kha'ef
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In these images, human presence is abstracted from our visual
environment. Geographical spaces become empty of expressive,
verbal, and signifying content. They abstract themselves to open a
vista for our raw encounter with our environment. The abstracted
vista will then throw human presence (o the farthest distance
possible. Through reduction, erasure, and encounter, this image
produces echoes. In this midst, the search for meaning that forms
around the image in ghosts starts, and what remains is the crystalliza-
tion of generative absences in connection to reality. This vista asks us
to look and generates passion and yearning in the midst of lack,
should we trace the echoes.
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Street Tapestry
Digital Photography

Farzane Ghadyanloo
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. AN 2 Street Tapestry series is the outcome of roaming Tehran at various times of the
U'("“ L}»’o * NS Vi) day. Much like another series, Thursdays, this one is also a work in progress
uls sy e ° and it aims (o paint a realistic picture of the city in its current time-frame.
U_’) L dl"’b ’Atj-}’ 2 ‘7)["‘. The moment lpstep out of the lfouse until the time I come back home, I am
faced with a vibrant environment, beaming with life. Standing at the intersec
tion, a small child steps out of her stroller and sits right in the middle of the
street. The mother is buying potatoes from a vendor a few feet away. A student
is arguing with the driver of a ride-hailing car. A man holding the severed head
of several sheep is entering a specialty restaurant. The guard of a hospital is
blowing a chewing gum bubble as a prescription-holding woman asks him for
the nearest drugstore. The fast-food delivery motorbike breaks for the pigeon
picking seeds off the street. A pregnant women holding a red handbag is
confused where (o go when someone call her on her mobile phone and invites
her to a birthday party. A beggar is trying to fish out money from public
donation boxes. A young man and a young women reach each other in between
people in a crowded street and tightly hug each other apprehensively for a few
seconds. These are some of the images of a few moments on Tehran's major
thoroughfare — Valiasr Avenue. The sun is yet to set.
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Incident
Mobile photography and video

Siavash Naghshbandi
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After several years of taking pictures with my mobile phone camera on a
daily basis, I stumbled on an image taken accidentally, an image born
through a mistake, which is the inevitable outcome of our image filled
world. In its early attempts to gather information on human beings,
artificial intelligence created images that wanted (o represent reality,
and in its every reproduction, it accidentally recreated an image from
what it had previously learned.
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Tehran, the Bust of Sa'di
Analogue photography

Mahmoodreza Nourbakhsh
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This is the fifth installation of Fogdan (“Lack”) series which I started in 2011 and
have been working on periodically and sporadically. In Lack I have tried to
combine text and photographs, as well as ideas in the mind of the writer of the
text, to bring a new visual meaning to the image. Contrary to past installations
(“Him/Her,” “Thursday,” “Billboards,” “Objects”), in this fifth installation I am
not directing the camera to urban or extra-urban landscapes but on an inner,
mental space that is an abstract metaphor for enduring life in Tehran. Living in
a modern city, much like other cities today, means that citizens are familiar with
drugs - pain-relievers, anti-depressants, and sleep aids, etc. - to be able to
withstand their conditions today, tonight, and tomorrow.

Our ancestors used to say poetry is the remedy for the soul and drugs for the
body. It seems today as if healing the soul has no meaning other than physical
continuity. From one end of Sa'di Street to Naserkhosrow is a metaphor for this
reality.

These few pictures are but a handful of drugs alongside poems.

Drugs used: Clorodispoxzaid, Gelophen, Advil, alprazolam (Xanax), diclofenac,
acetaminophen codeine, ointment.




Non-placeography
Digital Photography

Leila Keivan
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The current collection is the outcome of roaming various
locations in and around Tehran. This playful roaming has
resulted in a location-centered photography through the eyes
of the camera and the esthetics of the landscape. It
nevertheless contradicts the essence of photography - its
documentary nature. In other words, using the
photographer’s subjectivity, different locations have
transformed into spaces and, using geographical coordinates
turned into new places. As such, the viewer is unable to
distinguish between urban and extra-urban locations.
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Bad and Worst / Before You

Analogue photography

Mohammad Ghazali
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Here, the house is black.

Bad and Worst is a cooperation and would otherwise not have
been possible.

It is the experience of seeing a city many times over, (0 coexist
with it in the hope of remembering what is visible or has been
neglected, what we have forgotten or what we can't remember.
Bad and Worst has shortened distances and reduced passion
and enthusiasm, for it may be that the worst choice is the
supreme one.
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