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Encircle the Apple or Shadowlessness

This exploration has exclusively focused on the strategies and aesthetics of object position on
the page, regardless of the significance of the extent of observation, the range of composition
and treatment, and the degree of expressionism and narrativity. Using this approach, the artist
deliberately avoids having the space suffused with painterly gestures or attitudes. The space
and the atmosphere of the work is thus formed entirely and solely through an emphasis on the
object. The object can create an abstract image or give rise to a figurative narrative.
Alternatively, this exclusive emphasis can result in the object expanding and covering the whole
surface of the page, in such a way that the object is no longer discernible. What all these works
have actually in common is conveying meaning in the absence of a negative space —an absence,
however, that can have a greater significance than presence. Therefore, we seldom find
ourselves faced with a composition where there is no segmentation or planning, and since the
entire page consists of a single visual element, the impact of the image is rather concentrated.
In other words, the image seems as if it were part of a larger piece while it could easily gualify
as an autonomous, complete work of art. Historically, traces of this type of configuration in
creating artistic form can be found in works by Bahman Mohassess, Manouchehr Yektai,
Parvaneh Etemadi, Bijan Saffar, and Leyly Matine-Daftary. Situated in the history of Iranian art,
this seems to be the most recent and widely used approach to form among the artists of the
present generation. In the works by the second and the third generation of Iranian artists, on
the other hand, this is scarcely the case. The system of artistic education, the rather
overwhelming weight of modernist ideology, and limitations on interactions with the international
art scene have certainly contributed to the treatment of form among the artists of those two
generations. Similarly, the tendency of the present generation might be driven by the current
general enthusiasm for violating regular rules and conventions of visual art. Of course, the
intention here is not to favor one approach over the other, but to determine the possible
reasons for the recent prevalence of this attitude. The works you are about to see follow an
approach to form that is fundamentally different from the aesthetics adhered to by artists such
as Ahmad Amin Nazar, Farshid Maleki, Nikzad Nojoumi, Ali Nassir, and Karim Nasr, in that the later
relies on loading the surface of the work with painterly attributes.

There are, doubtless, other artists some of whose works share the same characteristic; the
formal structure of pieces by Amin Bagheri, Jaleh Talebpour, Sara Abbasian, Maryam Espandi,
Arash Mirhadi, Gita Davar, Y.Z. Kami's portrait works, and some of the pieces by Fereydoun Ave
and Farhad Gavzan, for instance, show a similar tendency. But the eleven artists who have been
selected to participate in this project, show an evident and constant reliance on this strategy
through most of their work.

Artists:  Vahid Hakim / Mehrdad Pour Nazar Al / Ali Beheshti / Farrokh Mahdavi / Nima Zaare
Nahandi / Mir Mohammad Fattahi / Kasra Golrang / Ashkan Abdoli / Kolsum Salehi / Rana
Farnood / Ardeshir Mohassess
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