ﺟﺮﯾﺎن ﻣﺘﻨﺎوب ﯾﮏ ﺟﺮﯾﺎن اﻟﮑﺘﺮﯾﮑﻰ اﺳﺖ ﮐﻪ ﺑﻪ ﺻﻮرت دوره اى ﺟﻬﺖ را ﻣﻌﮑﻮس ﻣﻰﮐﻨﺪ
و داﻣﻨﻪ آن را ﺗﻐﯿﯿﺮ ﻣﻰدﻫﺪ ،در ﻣﻘﺎﺑﻞ ﺟﺮﯾﺎن ﻣﺴﺘﻘﯿﻢ ،ﮐﻪ ﻓﻘﻂ در ﯾﮏ ﺟﻬﺖ ﺟﺮﯾﺎن دارد.
اﯾﻦ ﺷﺎﻣﻞ ﭘﯿﻮﺳﺘﮕﻰ ،ﺗﻘﺎﺑﻞ ،ﺗﻘﺎرن اﺳﺖ  ...ﯾﮏ اﺻﻞ ﻧﺴﺒﯿﺘﻰ ﮐﻪ وﻗﺘﻰ ﺑﻪ ﺟﺎنﻣﺎﯾﻪ ﯾﮏ
ﻧﻤﺎﯾﺸﮕﺎه ﺑﺪل ﻣﻰﺷﻮد ،ﺣﺲ ﻗﺪرﺗﻤﻨﺪى از اﻣﯿﺪ را ﺑﻪ ﻫﻤﺮاه ﺧﻮد دارد.
و ﻧﻈﺎمﻫﺎى ﭘﺎﯾﮕﺎﻧﻰ ﮐﻪ ﺗﺎرﯾﺦ ﺟﻤﻌﻰ ﻣﺎ را ﺷﮑﻞ داده اﻧﺪ ﺑﻪ ﭼﺎﻟﺶ ﻣﻰﮐﺸﺪ  -راﺑﻄﻪ ﺳﻠﻄﻪ
ﻗﺴﻤﻰاز ﺟﻬﺎن ﺑﺮ ﻗﺴﻤﻰدﯾﮕﺮ ،ﻫﻤﭽﻨﯿﻦ ﺑﯿﻦ اﻧﺴﺎنﻫﺎ و »ﻏﯿﺮ اﻧﺴﺎنﻫﺎ« ،در ﺣﺎﻟﻰ ﮐﻪ اﮐﻨﻮن
ﭘﺬﯾﺮﻓﺘﻪ ﺷﺪه اﺳﺖ ﮐﻪ اﺷﮑﺎل ﻃﺮد اﺟﺘﻤﺎﻋﻰ و ﮐﺎﻫﺶ ﻣﻨﺎﺑﻊ ﻃﺒﯿﻌﻰ زﻣﯿﻦ از ﺟﻬﺎﺗﻰ ﺑﻬﻢ ﭘﯿﻮﻧﺪ
ﺧﻮردهاﻧﺪ.
از اﯾﻦ ﻧﻈﺮ ،آﺛﺎرى ﮐﻪ در ﻧﻤﺎﯾﺸﮕﺎه ﺟﺮﯾﺎنﻫﺎى ﻣﺘﻨﺎوب ،ﺗﻮﺳﻂ ﻫﻨﺮﻣﻨﺪ و ﮐﯿﻮرﯾﺘﻮر ﻣﻤﻠﻰ
ﺷﻔﺎﻫﻰ ﮔﺮدﻫﻢ آﻣﺪه اﻧﺪ ،ﻋﻤﻮﻣﺎ ﺑﻪ زﻣﺎﻧﻪ ﺧﻮد ﺗﻌﻠﻖ دارﻧﺪ .وﺟﻪ ﻣﺸﺘﺮك آﻧﻬﺎ اﯾﻦ اﺳﺖ ﮐﻪ
آﻧﻬﺎ ﺑﻪ دﻧﺒﺎل اﺻﻼحاﻧﺪ ،ﺑﻪ دﻧﺒﺎل »ﺻﻮرتﺑﻨﺪى ﻣﺠﺪد ﺟﻬﺎن« .ﻫﻤﭽﻨﯿﻦ ﮐﻪ او ﻣﻰﮔﻮﯾﺪ :ﮔﺰﯾﻨﻪ
ﻫﺎى ﺟﺪﯾﺪ ﺑﺮاى آﯾﻨﺪه ،در اﯾﻨﺠﺎ ﺑﻪ ﺷﮑﻞ ﺟﺴﺘﺠﻮى زﯾﺒﺎﯾﻰ ﺷﻨﺎﺳﻰ .ﻫﻤﭽﻨﯿﻦ ﻣﺴﺌﻠﻪ »ﻓﺮﻣﻮل«
ﯾﺎ ﻣﻌﻨﺎى داده ﺷﺪه ﺑﻪ اﯾﻦ ﻋﻤﻞ ،ﺟﺎدوﯾﻰ ﺑﺎﺷﺪ ﯾﺎ ﻣﻘﺪس .ﻣﻤﻠﻰ ﺗﻮﺿﯿﺢ ﻣﻰدﻫﺪ ﮐﻪ اﯾﺪه اﯾﻦ
ﻧﻤﺎﯾﺸﮕﺎه زﻣﺎﻧﻰ ﻣﺘﻮﻟﺪ ﺷﺪ ﮐﻪ ﻣﺠﻤﻮﻋﻪ اى از اﺳﺘﺪﻻلﻫﺎ و ارﺗﺒﺎﻃﺎت اﻣﮑﺎن اﯾﺠﺎد ﻣﮑﺎﻟﻤﻪ
ﺟﻤﻌﻰ ﺑﺎ ﻫﻨﺮﻣﻨﺪان اﯾﻦ ﻧﻤﺎﯾﺸﮕﺎه را در اﯾﻨﺠﺎ ﻓﺮاﻫﻢ ﮐﺮد" در ﻣﻮرد دورﻧﻤﺎﯾﻰ ﻣﻤﮑﻦ از آﯾﻨﺪه.
اﯾﻦ دﻏﺪﻏﻪ اى اﺳﺖ ﮐﻪ او ﺑﺎ ﺑﺴﯿﺎرى از ﻫﻨﺮﻣﻨﺪان ﻧﺴﻞ اوﺳﺖ .ﭼﻨﯿﻦ ﺑﻮد ﮐﻪ اﯾﺪه ﻧﻤﺎﯾﺸﮕﺎه
ﺟﻤﻌﻰ از ﺗﮑﺜﺮ دﯾﺪﮔﺎهﻫﺎ و ﺷﯿﻮهﻫﺎى ﮔﻮﻧﺎﮔﻮن ﺑﯿﺎﻧﻰ ﺷﮑﻞ ﮔﺮﻓﺖ .ﻫﯿﭻ ﺗﮏ ﻫﻨﺮﻣﻨﺪى ﻗﺎدر
ﻧﯿﺴﺖ ﮔﺴﺘﺮه راهﻫﺎى دﯾﺪن آﯾﻨﺪه را ﺗﺠﺴﻢ ﯾﺎ آن را ﺗﺒﯿﯿﻦ ﮐﻨﺪ.
ﺑﺮاى ﺑﻪﭘﯿﺶ ﺧﻮاﻧﺪن اﯾﻦ ﺟﻬﺎنﻫﺎ ،آنﮔﻮﻧﻪ ﮐﻪ ﺗﺼﻮر و ﻫﻢآﻓﺮﯾﻨﻰ ﻣﻰﺷﻮﻧﺪ ،آﺛﺎر ﺑﺮ روى
ﻓﺮآﯾﻨﺪﻫﺎى ﻣﺘﮑﺜﺮ – ﺗﻮﻟﯿﺪ ،ﺳﺎﺧﺖ ،ﺗﺤﻮل ،ﺗﺠﺰﯾﻪ ،ﺑﺎزﯾﺎﺑﻰ— ﻣﺘﻤﺮﮐﺰ اﺳﺖ ،ﮐﻪ ﭼﺮاﯾﻰ و
ﭼﮕﻮﻧﮕﻰ ﺗﻮﻟﯿﺪ ﻣﺤﯿﻂﻫﺎ و ﺗﺎﺛﯿﺮ آن ﺑﺮ ﻣﺎ را ﻣﻮرد ﭘﺮﺳﺶ ﻗﺮار ﻣﻰدﻫﻨﺪ.
ﮐﺎر اﻧﺴﺎن و ﻏﯿﺮ اﻧﺴﺎن
ﻧﺤﻮه ﭼﯿﺪﻣﺎن اﺷﯿﺎ ،ﻣﻮﺟﻮدات و درون ﻣﺎﯾﻪﻫﺎ ﻣﺎﻧﻨﺪ ﮐﻼژﻫﺎ ﯾﺎ ﻻﯾﻪﻫﺎى ﭼﻨﺪﮔﺎﻧﻪ ﮐﻪ ﯾﮑﻰ ﺑﺮ
روى دﯾﮕﺮى ﻣﻰﻟﻐﺰد ،در اﯾﻦ ﻧﻤﺎﯾﺸﮕﺎه ،ﺑﺪون دﺳﺘﻪﺑﻨﺪى ﯾﺎ ﺗﻤﺎﯾﺰ ﭘﯿﺸﯿﻨﻰ ،ﺑﺮ روى اﺷﯿﺎ ﺳﺎﺧﺘﻪ
ﺷﺪه ،ﺑﺪن اﻧﺴﺎن و ﺣﯿﻮان ،ﮔﯿﺎﻫﺎن و ﺗﮑﻨﻮﻟﻮژىﻫﺎى ﻧﻮﯾﻦ ﻧﻮرى ﻣﻰاﻓﮑﻨﺪ.
اﯾﻦ ﻧﺤﻮ ﺗﺪاﻋﻰ ﺗﺎزهاى ﻣﯿﺎن روشﻫﺎى ﮔﻮﻧﺎﮔﻮن ﺗﻮﻟﯿﺪ ﭘﺪﯾﺪ ﻣﻰآورد و ﯾﺎ اﺛﺮات ﻣﺨﺮب
ﻧﺰدﯾﮑﻰ ﺑﯿﺶ از ﺣﺪ را ﻧﻔﻰ ﻣﻰﮐﻨﺪ .ﺑﻨﺎﺑﺮاﯾﻦ ﻣﺎ اﯾﻦﮔﻮﻧﻪ اﺷﯿﺎ ،ﺣﯿﻮاﻧﺎت و ﮔﯿﺎﻫﺎن را ﺷﻨﺎﺳﺎﯾﻰ

ﺷﻨﺎﺳﺎﯾﻰ ﻣﻰﮐﻨﯿﻢ؛ ﺑﻪ ﻋﻨﻮان اﺷﯿﺎﯾﻰ ﻗﺎﺑﻞ اراﺋﻪ :ﭘﺎرﭼﻪ ،ﯾﮏ ﻟﯿﻤﻮ ،ﯾﮏ ﮐﺮوﺳﺎن ،ﯾﮏ ﻣﺎﻫﻰ ،ﯾﮏ
دﺳﺖ ،اﺑﺰار ﮐﺸﺎورزى ،ﯾﮏ ﻋﯿﻨﮏ ،ﭼﺎﭘﻰ ﭘﻠﻨﮕﻰ ،ﺧﺸﺨﺎﺷﻰ )ﯾﺎ ﻗﺎﺻﺪك؟( ،ﺳﺎﯾﻪاى ،ﺻﺪﻓﻰ،
ﻟﻮﻟﻪاى ،ﻣﻮﺟﮏﻫﺎ ،ﮐﻮزه ،ﮐﻠﯿﺪ ،اﻧﺪام اﻧﺴﺎن ،ﯾﮏ ﺳﮓ ،ﯾﮏ زﻧﺠﯿﺮ و ﯾﮏ ﻣﻐﺰ :ﻣﻮﺟﻮدات و اﺷﯿﺎ
در دو ﯾﺎ ﺳﻪ ﺑﻌﺪ ﮔﺴﺘﺮده ﻣﻰﺷﻮﻧﺪ اﻣﺎ ﻣﺎﻫﺮاﻧﻪ ﺑﺮ اﺳﺎس ﭘﯿﺎﻣﻰ ﮐﻪ درﺑﺮدارﻧﺪ ،ﻣﻨﻈﻢ ﺷﺪهاﻧﺪ.
ﺑﺎ ﻧﺸﺎن دادن ﭘﯿﻮﻧﺪ ﻣﯿﺎن ﻣﺎده و اﺑﺰار ،اﺑﺰار و ﺷﻰ ﭘﺮداﺧﺘﻪ ﺷﺪه و ﻃﺮح ﻣﺴﺎﺋﻞ ﻣﺮﺑﻮط ﺑﻪ
اﺳﺘﻬﻼك ،رﻫﺎ ﮐﺮدن و ﺑﺎزﯾﺎﺑﻰ ،ﺑﺎزﯾﺎﻓﺖ ،ﻣﺜﻠﻪ ﮐﺮدن و ﭼﮕﻮﻧﮕﻰ اﻧﺘﺴﺎب اﺷﯿﺎ ﺑﻪ ﮐﺎرﮐﺮدﻫﺎى
ﺧﺎص )آﯾﺎ اﯾﻦ ﯾﮏ ﻟﻮﻟﻪ ﻣﺴﻰ اﺳﺖ ﯾﺎ ﯾﮏ ﺳﺎز ﻣﻮﺳﯿﻘﻰ؟( ،اﯾﻦ ﻧﻤﺎﯾﺸﮕﺎه "ﺳﯿﺮ اﺟﺘﻤﺎﻋﻰ" اﺷﯿﺎ
را ﺑﻪ ﭘﺮﺳﺶ ﻣﻰﮐﺸﺪ .ﺑﺪﯾﻦ وﺳﯿﻠﻪ وﺿﻊ آنﻫﺎ )ﺑﻪ ﻋﻨﻮان ﻣﺜﺎل از ﻣﺎده اوﻟﯿﻪ ﺗﺎ اﺛﺮى ﻫﻨﺮى(
و زﻣﯿﻨﻪ ﺑﯿﻦ ﺗﻮﻟﯿﺪ ،ﺗﺒﻠﯿﻎ ،ﺗﺮك ،ﻓﺮاﻣﻮﺷﻰ و ﻧﺎﭘﺪﯾﺪى -ﺣﺘﻰ ﮔﺎﻫﻰ ،از ﺳﻄﻞزﺑﺎﻟﻪ ﺑﻪ ﻣﻮزه ،در
ﺣﺎل ﺗﻨﺎوب اﺳﺖ .و ﻣﺎﻧﺪﮔﺎرى ﺳﺮﻧﻮﺷﺖ اﺣﺘﻤﺎﻟﻰ ﺗﻌﺪاد ﻣﻌﺪودى از آنﻫﺎ ﺧﻮاﻫﺪ ﺑﻮد.
ﭘﺮﺳﺶ از ﺳﯿﺴﺘﻢﻫﺎى ارزشﮔﺬارى ،ﻃﺒﻘﻪﺑﻨﺪىﻫﺎ و ﻣﻘﻮﻟﻪﺑﻨﺪىﻫﺎ )زﯾﺒﺎ/زﺷﺖ ،ﻣﻔﯿﺪ /ﺑﻰﻓﺎﯾﺪه،
ﻣﺤﺒﻮب/ﻏﯿﺮ ﺧﻼق( ،اﺳﺘﺎﻧﺪاردﺳﺎزى ﺷﯿﻮهﻫﺎى ﺗﻮﻟﯿﺪ و ﺳﺒﮏ زﻧﺪﮔﻰ ﻣﺎ ،ﺑﻪ ﻋﻼوه ﺳﻬﻢ اﺷﯿﺎ
در زﻧﺪﮔﻰ اﺟﺘﻤﺎﻋﻰ ﻣﺎ ...اﯾﻦ ﻫﻤﺎن ﭼﯿﺰى اﺳﺖ ﮐﻪ ﻫﻨﺮﻣﻨﺪان اﯾﻦ ﻧﻤﺎﯾﺸﮕﺎه ﺑﻪ ﻃﻮر ﻣﺸﺘﺮك
اﻧﺠﺎم دادهاﻧﺪ .ﯾﺎدآورى اﯾﻨﮑﻪ وﺟﻮد ﻣﺎ ﺗﺎ ﭼﻪ اﻧﺪازه ﺑﺎ اﺷﯿﺎ ﮔﺮه ﺧﻮرده اﺳﺖ ،ﭼﯿﺰى ﮐﻪ ﺑﺮوﻧﻮ
ﻻﺗﻮر آن را "ﺑﯿﻨﺎﺷﯿﺌﻰ" ﺧﻮاﻧﺪه اﺳﺖ :ﻣﻦ ﻫﻤﺎنﻗﺪر ﺑﺮ روى ﺷﻰ اﺛﺮ ﻣﻰﮔﺬارم )ﯾﺎ دﯾﮕﺮى ،ﻏﯿﺮ
اﻧﺴﺎن( ﮐﻪ ﺷﻰ ﺑﺮ ﻣﻦ .ﻣﻦ ﻫﻢزﻣﺎن آن را ﻧﻔﻰ ﻣﻰﮐﻨﻢ و ﻣﻰﺷﻨﺎﺳﻢ .ﺗﻌﺎﻣﻞ ﻣﺎ ﻧﻪ ﺗﻨﻬﺎ ﺟﺪى،
ﮐﻪ ﻧﺎﮔﺰﯾﺮ اﺳﺖ .در ﻣﻮرد اﯾﻦ ﻧﻤﺎﯾﺸﮕﺎه ،و در ﻣﺠﻤﻮﻋﻪ آﺛﺎرى ﮐﻪ ﭘﯿﺎم و زﯾﺒﺎﯾﻰﺷﻨﺎﺳﻰ
رﻧﮕﯿﻨﺶ ﻣﺎ را ﺑﻪ ﯾﮏ اﻧﺪازه ﻣﺠﺬوب ﻣﻰﮐﻨﺪ ،ﻫﻨﺮﻣﻨﺪان ﺑﺎ ﺟﺎﺑﻪﺟﺎﯾﻰ و ﺗﺠﺪﯾﺪ ﺻﻮرتﺑﻨﺪى
ﺑﺎزى ﻣﻰﮐﻨﻨﺪ . .ﺗﻨﻮع دﯾﺪﮔﺎهﻫﺎى اراﺋﻪ ﺷﺪه در اﯾﻨﺠﺎ ﻧﻪ ﺗﻨﻬﺎ ﻧﺘﯿﺠﻪ رﯾﺸﻪﻫﺎى ﻓﺮﻫﻨﮕﻰ ﻣﺘﻨﻮع
ﻫﻨﺮﻣﻨﺪان اﺳﺖ ﮐﻪ ﺑﻪ ﮐﺜﺮت ﻫﺴﺘﻰﺷﻨﺎﺳﻰ و ﺗﻌﺎﻣﻞ ﺑﺎ وﺟﻮه ﻫﺴﺘﻰ اﺷﺎره ﻣﻰﮐﻨﺪ :ﺣﺸﺮات ﺑﻪ
ﻣﺎ ﻧﮕﺎه ﻣﻰﮐﻨﻨﺪ ،درﺧﺘﺎن ﭼﯿﺰﻫﺎﯾﻰ را ﺑﺎ ﻣﺎ ﺑﺎزﮔﻮ ﻣﻰﮐﻨﻨﺪ ،اﺷﯿﺎ ﻋﺎﻣﻠﯿﺖ دارﻧﺪ .اﯾﻦ ﻏﯿﺮ اﻧﺴﺎن
ﻫﺎ ﻣﺮزﻫﺎى ذﻫﻦ و ﺷﻰ را ﺧﻠﻂ ﻣﻰﮐﻨﻨﺪ .ﺟﺎﯾﮕﺎه آنﻫﺎ ﺑﻪ ﻋﻨﻮان ﻋﺎﻣﻞ ﺑﺮﺟﺴﺘﻪﮐﻨﻨﺪه ارﺗﺒﺎﻃﺎت
و ﭘﯿﻮﻧﺪﻫﺎ ،و ﻫﻤﭽﻨﯿﻦ ﺑﺮ اﻧﻔﺼﺎل ﯾﺎ ﻧﺎﻫﻤﮕﻮﻧﻰ ﺗﺎﮐﯿﺪ ﻣﻰﮐﻨﺪ.
ﺑﺪنﻫﺎ ﻧﯿﺰ ﺑﺨﺸﻰ از اﯾﻦ ﻣﺒﺎدﻟﻪ و ﻣﺴﯿﺮ ﻫﺴﺘﻨﺪ و ﺑﻪ اﻧﺴﺠﺎم ﻧﻤﺎﯾﺸﮕﺎه ﮐﻤﮏ ﻣﻰﮐﻨﻨﺪ :ﻣﺠﻤﻮﻋﻪ
اى از ﻋﻮاﻃﻒ ،ﻇﺮﻓﯿﺖﻫﺎ و اﻧﺮژىﻫﺎ ،ﮐﻪ ﮔﻮﯾﻰ ﺑﺮاى دﯾﺪﮔﺎهﻫﺎى ﺑﯿﺎن ﺷﺪه در آﺛﺎر اﺳﺎﺳﻰ
اﺳﺖ .ﺑﺮاى ﻣﺜﺎل ،ﮐﺎر ﻣﻮﻟﻰ ﭘﺎﻟﻤﺮ ،ﺟﺎﯾﻰ ﮐﻪ ﻫﻨﺮﻣﻨﺪ اﯾﻦ ﻣﯿﻞ ﺑﻪ ﺗﺪاوم ﻣﯿﺎن اﻧﺴﺎن و ﻏﯿﺮاﻧﺴﺎن
ﮐﻪ ﻫﻤﻪ ﺗﻮﺳﻂ ﺑﺴﺘﺮى ﮐﻠﻰ ﻣﺘﺤﺪ ﻣﻰﺷﻮﻧﺪ را اﯾﺠﺎد ﻣﻰﮐﻨﺪ.در ﻋﯿﻦ ﺣﺎل دﯾﮕﺮان ﻓﺮاﺗﺮ رﻓﺘﻪ،
و ﺗﺪاوﻣﻰ ﻣﺎﺑﻌﺪاﻟﻄﺒﯿﻌﻰ ﻣﯿﺎن ﻃﺒﯿﻌﺖ و ﻓﺮﻫﻨﮓ اﯾﺠﺎد ﻣﻰﮐﻨﻨﺪ .ﻧﻮﻋﻰ »دﯾﺪﮔﺎهﮔﺮاﯾﻰ« ،آنﮔﻮﻧﻪ

آنﮔﻮﻧﻪ ﮐﻪ وﯾﻮﯾﺮوس د ﮐﺎﺳﺘﺮو ﻣﻤﮑﻦ اﺳﺖ ﺑﮕﻮﯾﺪ ،ﮐﻪ ﻧﮕﺎه ﺣﯿﻮاﻧﺎت و ﻋﻨﺎﺻﺮ ﻃﺒﯿﻌﺖ ﺑﻪ
ﻣﺎ ،ﺑﻪ ﻣﻮﺿﻮع ﯾﮏ اﮐﺘﺸﺎف و ﻫﺪف ﯾﮏ ﻗﺮارداد ﻃﺒﯿﻌﻰ ﺟﺪﯾﺪ ،ﻣﺒﺘﻨﻰ ﺑﺮ اﻧﺴﺎن ﺷﻨﺎﺳﻰ در
ﻣﻮرد ﻫﺮ آﻧﭽﻪ ﮐﻪ ﻫﺴﺖ ،ﺑﺪل ﻣﻰﺷﻮد .از ﺟﻤﻠﻪ ﻏﯿﺮ اﻧﺴﺎنﻫﺎ :ﮔﯿﺎﻫﺎن ،ﺣﯿﻮاﻧﺎت ،ﻣﺎﺷﯿﻦ آﻻت
و ﻣﻮارد دﯾﮕﺮ.
ﺑﺮﺧﻰ از آﺛﺎر ،ﺑﺪن را ﻣﻮﺿﻮع ﻧﻮﻋﻰ ﮐﺎﻻﯾﻰ ﺷﺪن ﻣﻌﺮﻓﻰ ﻣﻰﮐﻨﻨﺪ ،ﻫﻤﺎﻧﻄﻮر ﮐﻪ ﻣﻤﻠﻰ ﺷﻔﺎﻫﻰ
ﺧﺎﻃﺮﻧﺸﺎن ﻣﻰﮐﻨﺪ' :در اﯾﻦ آﺛﺎر ،ﺑﺪن اﻏﻠﺐ ﻣﻮرد دﺳﺘﮑﺎرى ،دﺳﺖاﻧﺪازى ،ﺧﺴﺘﮕﻰ ﯾﺎ ﭘﺎرﮔﻰ
ﻗﺮار ﻣﻰﮔﯿﺮد ...ﺧﺴﺘﻪ ﺷﺪه اﺳﺖ زﯾﺮا ﺑﺪﺑﺨﺘﻰﻫﺎﯾﻰ ﮐﻪ ﺑﺎ آن روﺑﺮو ﻫﺴﺘﯿﻢ ،ﻧﺘﯿﺠﻪ ﮐﺎﻫﺶ
ﻣﻨﺎﺑﻊ ،ﺗﺒﻌﯿﺾ ،ﺳﻠﻄﻪ ﺗﮑﻨﻮﻟﻮژى و ﻧﺎﺑﺮاﺑﺮىﻫﺎ ﺑﺮ ﺑﺪن ﻣﺎ ﺗﺄﺛﯿﺮ ﻣﻰﮔﺬارد ،ﺑﻨﺎﺑﺮاﯾﻦ وارد ﺣﺎﻟﺖ
دﻓﺎﻋﻰ ﻣﻰﺷﻮد.
ﺑﺮاى ﻣﺜﺎل ،در ﮐﺎر ﺣﻤﯿﺪ ﺷﻤﺲ ،ﺑﺪن ﯾﮏ ﺻﻮرت ﻏﺎﯾﺐ اﺑﺪى اﺳﺖ ،و ﻓﻘﻂ ﺑﻪ واﺳﻄﻪ
ﻣﻮﻗﻌﯿﺖ و ﺗﻨﻈﯿﻤﺎت ﻣﮑﺎﻧﻰ ﺑﻪ ﺣﻀﻮر ﺷﺒﺢوارش اﺷﺎره ﻣﻰﺷﻮد .اﻣﺎ در ﻋﯿﻦ ﺣﺎل ﺟﺴﻤﻰ اﺳﺖ
ﺑﺎ اﺣﺴﺎﺳﺎت ،ﺗﻤﺎﯾﻼت و ﻣﻄﻠﻮﺑﺎت ﮐﻪ در ﺷﯿﻔﺘﮕﻰﻫﺎى زودﮔﺬر ﻣﺴﺘﻬﻠﮏ ﺷﺪه ﮐﻪ ﻫﻨﺮﻣﻨﺪ
ﺷﯿﺪاﯾﻰ آن را ﺗﻮﺻﯿﻒ ﻣﻰﮐﻨﺪ .از »ﺟﺴﺘﺠﻮ ﺑﺮاى رﺿﺎﯾﺘﻰ آﻧﻰ ،ﻣﺎﻧﻨﺪ ﻟﺬت ،ﺣﺮﻣﺎن« ،ﺗﺎ
اﺣﺴﺎس ﻣﺤﺮوﻣﯿﺖ و از دﺳﺖ دادن ﺧﻮد و ﺧﺸﻮﻧﺘﻰ ﮐﻪ درﺑﺮﮔﯿﺮﻧﺪه آنﻫﺎﺳﺖ .اﻏﻠﺐ ،اﺷﯿﺎ
و ﻧﺤﻮه ﻧﻤﺎﯾﺶ آﻧﻬﺎ ﺑﺎزﯾﮕﺮان واﻗﻌﻰ داﺳﺘﺎنﻫﺎﯾﻰ ﻫﺴﺘﻨﺪ ﮐﻪ ﻫﻨﺮﻣﻨﺪ ﺑﺮاى ﻣﺎ رواﯾﺖ ﻣﻰﮐﻨﺪ.
آﻧﻬﺎ ﻣﻮﻗﻌﯿﺖﻫﺎﯾﻰ ﻣﺒﻬﻢ و ﺗﻔﺴﯿﺮﻫﺎى ﺿﻤﻨﻰ را ﺑﺮﻣﻰاﻧﮕﯿﺰﻧﺪ ،در ﺣﺎﻟﻰ ﮐﻪ ﺑﻪ اﻋﻤﺎل ﻓﯿﺰﯾﮑﻰ
ﻣﻠﻤﻮﺳﻰ اﺷﺎره ﻣﻰﮐﻨﻨﺪ ،ﮐﻪ ﺗﻮﺳﻂ ﺟﺴﻤﻰ در ﻣﻮﻗﻌﯿﺘﻰ ﻣﻨﺤﺼﺮ ﺑﻪ ﻓﺮد ﮔﺮﻓﺘﺎر ﺷﺪه اﻣﺎ ﻫﯿﭻ
وﻗﺖ ﻧﻤﺎﯾﺎن ﻧﻤﻰﺷﻮد .ﺣﺪاﻗﻞ ﮔﺎﻫﻰ ،ﺣﯿﻮاﻧﺎت و ﺣﺮﮐﺎت ﻧﺎﺧﻮدآﮔﺎه ﺟﺬب ﯾﺎ دﻓﻌﻰ ﮐﻪ ﺑﻪ
ﻫﻨﺮﻣﻨﺪ ﭘﯿﺸﻨﻬﺎد ﻣﻰﮐﻨﻨﺪ ﺑﺮاﯾﺶ اﺳﺘﻌﺎرى دﺳﺖ و ﭘﺎ ﻣﻰﮐﻨﺪ .اﯾﻦ ﻣﻤﮑﻦ اﺳﺖ ﯾﮏ ﮔﻮزن
ﺑﺎﺷﺪ ،ﮐﻪ ﻋﮑﺲ آن را در »ﭘﺮﺗﺮه ﮔﻮزن در ﺟﻨﮕﻞ ﻣﻪ آﻟﻮد در ﻏﺮوب آﻓﺘﺎب« ﻣﻰﺑﯿﻨﯿﻢ ،ﯾﺎ
ﯾﮏ "ﮔﺮﺑﻪ وﺣﺸﻰ ﻫﯿﺒﺮﯾﺪى" در »ﻧﻘﻄﻪ اﻣﻦ« )ﺳﺮى  ،(2021ﮐﻪ آﻧﭽﻪ از آن ﺑﺎﻗﻰ ﻣﺎﻧﺪه ﺗﺴﻤﻪ
اى اﺳﺖ از ﺟﻨﺲ ﭘﻮﺳﺖ .ﯾﮏ ﺷﻰ ﻓﺘﯿﺸﻰ ﺑﺮاى اﻋﻤﺎل ﺳﺎدوﻣﺎزوﺧﯿﺴﺘﻰ .ﺣﯿﻮاﻧﺎﺗﻰ ﮐﻪ ﻗﺮﺑﺎﻧﻰ
ﻣﻰﺷﻮﻧﺪ ،ﻣﺎﻧﻨﺪ ﻓﺮدى در ﯾﮏ راﺑﻄﻪ ﻋﺎﺷﻘﺎﻧﻪ .اﯾﻦ "ﻗﺮارداد" اﺻﻠﻰ ﮐﺎر اﺧﯿﺮ اﺳﺖ:
"ﮔﺮ ﺑﺮود ﺟﺎن ﻣﺎ در ﻃﻠﺐ وﺻﻞ دوﺳﺖ
ﺣﯿﻒ ﻧﺒﺎﺷﺪ ﮐﻪ دوﺳﺖ دوﺳﺖﺗﺮ از ﺟﺎن ﻣﺎﺳﺖ«
ﮐﺎر ﻫﻨﺮﻣﻨﺪان ﺑﺮ روى ﺑﺪن و ﺷﻰ ،ﻓﺮاﯾﻨﺪﻫﺎى ﺗﻮﻟﯿﺪ آﺛﺎر و ارزش ﻧﻬﺎﯾﻰ آنﻫﺎ را ﻧﯿﺰﺑﻪ ﭘﺮﺳﺶ
ﻣﻰﮐﺸﺪ .در اﯾﻨﺠﺎ ،ﻣﻤﻠﻰ ﺷﻔﺎﻫﻰ ﺗﻮﺿﯿﺢ ﻣﻰدﻫﺪ:

"در اﯾﻦ ﮐﺎرﻫﺎ آﻧﭽﻪ ﺗﻮﺟﻪ ﻣﻦ را ﺟﻠﺐ ﻣﻰﮐﻨﺪ ،وﯾﮋﮔﻰﻫﺎ و داﻧﺶ ﻓﻨﻰاى )ﻧﻘﺎﺷﻰ ،ﻣﺠﺴﻤﻪ
ﺳﺎزى ،ﭼﯿﺪﻣﺎن( اﺳﺖ ﮐﻪ آﻧﻬﺎ ﺑﻪ ﻧﻤﺎﯾﺶ ﻣﻰﮔﺬارﻧﺪ .اﻟﻬﺎﻣﺎﺗﻰ ﮐﻪ در ﭘﺲ آنﻫﺎﺳﺖ ،از
ﻓﺮﻫﻨﮓ ﻋﻮام ﮔﺮﻓﺘﻪ ﺗﺎ ﻧﻤﺎدﮔﺮاﯾﻰ ،ﺟﺮﯾﺎن ﺻﻮرى آنﻫﺎ ،ﺑﻪ ﻋﻼوه روش اﺳﺘﻔﺎده از اﯾﻦ وﯾﮋﮔﻰ
ﻫﺎ اﺳﺖ ﮐﻪ در ﺟﻬﺖ ﺣﻔﻆ ﯾﮏ ﮔﻔﺘﻤﺎن اﻧﺘﻘﺎدى در ﻣﻮرد ﭘﯿﭽﯿﺪﮔﻰ ﺷﯿﻮهﻫﺎى ﻣﺨﺘﻠﻒ ﺗﻮﻟﯿﺪ
اﺳﺘﻔﺎده ﻣﻰﺷﻮد .در اﯾﻨﺠﺎ ﻣﺴﺎﺋﻠﻰ درﻣﻮرد روش ﻫﻨﺮﻣﻨﺪ و ﺷﮑﻨﻨﺪﮔﻰ وﺿﻌﯿﺖ اﻣﺮوز او ،در
ﺷﺮاﯾﻄﻰ ﮐﻪ ﻫﻤﻪ ﭼﯿﺰ در اﻧﺘﻘﺎل و ﺗﻐﯿﯿﺮ اﺳﺖ ﻧﯿﺰ ﺑﻪ ﭼﺎﻟﺶ ﮐﺸﯿﺪه ﻣﻰﺷﻮد.
ﺣﺎﻻ ﭘﺮﺳﺸﻰ در ﻣﻮرد ﻧﯿﺮوى ﻓﯿﺰﯾﮑﻰ واﻗﻌﻰ ﻣﻮرد ﻧﯿﺎز در ﺗﻮﻟﯿﺪات ﻫﻨﺮى ﺗﻮﺳﻂ ﻣﻮﻟﻰ ﭘﺎﻟﻤﺮ
در ﺑﺮﺧﻰ اﻧﻘﺎﺷﻰﻫﺎﯾﺶ ﻣﺎﻧﻨﺪ  (2010) Muscle Beach Miami Condoﯾﺎ  ،(2010) My Gunsﮐﻪ
در آن ﺗﺼﻮﯾﺮ اﻧﺪام و ﻋﻀﻼت آﻧﻬﺎ ﭘﺮرﻧﮓ ﺷﺪه ،ﻣﻄﺮح ﻣﻰﺷﻮد .راﺑﻄﻪ ﺑﯿﻦ ﮐﺎر ﭘﺮداﺧﺘﻪﺷﺪه
و روﻧﺪ ﺗﻮﻟﯿﺪ ﺗﻮﺳﻂ ﯾﮏ ﺑﺪن واﻗﻌﻰ ،اﺳﺘﻔﺎده از اﻧﺮژى ﻫﻨﺮﻣﻨﺪ ﺑﺮاى ﺗﻮﻟﯿﺪ و ﺗﺒﺪﯾﻞ ﻣﻮاد
اﺳﺘﻔﺎده ﺷﺪه؛
»ﻣﻦ درﻣﻮرد آﻧﺎﺗﻮﻣﻰ و ﻧﺤﻮه ﮔﺮدش اﻧﺮژى در ﺟﻮارح و ﺟﻮاﻧﺢ ﺑﺪن ﺑﻪ ﻣﯿﺰان زﯾﺎدى ﻣﻄﺎﻟﻌﻪ
ﮐﺮدهام ...ﻣﻦ درﮔﯿﺮ ﻣﺸﮑﻼت ﺳﻼﻣﺘﻰ ﺑﻮدم ،ﺧﺴﺘﮕﻰ ﻣﺰﻣﻦ داﺷﺘﻢ و ﯾﮏ ﺳﺎل و ﻧﯿﻢ در
رﺧﺘﺨﻮاب ﺑﻮدم  ...در اﯾﻦ ﻣﺪت ﺑﻪ ارﺗﺒﺎط ﻣﯿﺎن ﺟﺎدو و ﭘﺰﺷﮑﻰ و ﺑﻪ ﻣﻔﻬﻮم اﻧﺮژى و ﻗﺪرت
ﻋﻼﻗﻤﻨﺪ ﺷﺪم .ﻣﻦ ﻫﻤﯿﺸﻪ ﻓﯿﺰﯾﮏ ﻣﺘﻨﺎﺳﺒﻰ داﺷﺘﻢ و از اﯾﻨﮑﻪ ﻧﺎﮔﻬﺎﻧﻰ ﻣﺘﻮﺟﻪ ﺷﺪم اﻧﺮژى و
ﻧﯿﺮوﯾﻰ ﻧﺪارم ،ﺷﻮﮐﻪ ﺷﺪم .ﭼﻄﻮر اﺳﺖ ﮐﻪ ﺟﺮﯾﺎن اﻧﺮژى ﺗﺒﺪﯾﻞ ﺑﻪ ﯾﮏ ﻣﺪار ﺑﺴﺘﻪ ﻣﻰﺷﻮد و
ﻧﻤﻰﺗﻮان آن را ﺑﻪ ﺻﻮرت ﻓﯿﺰﯾﮑﻰ ﺑﯿﺎن ﮐﺮد؟
اﮔﺮ ﭼﻪ ﻓﺮاﯾﻨﺪ ﺗﮑﻨﯿﮑﺎل ﺑﺮاى اﮐﺘﺎو رﯾﻤﺒﺮت-رﯾﻮﯾﺮ ،ﮐﺎر را ﺗﺎ ﺣﺪ زﯾﺎدى ﻣﺘﻌﯿﻦ ﻣﻰﮐﻨﺪ ،اﻣﺎ
ﺑﺨﺸﻰ ﺟﺪاﯾﻰﻧﺎﭘﺬﯾﺮ آن اﺳﺖ:
"ﻣﻦ در ﯾﮏ اﺳﺘﻮدﯾﻮ )اﯾﺰو آﻣﺴﺘﺮدام( ﮐﺎر ﻣﻰﮐﻨﻢ ﮐﻪ ﻫﻨﺮﻣﻨﺪان ،ﺻﻨﻌﺘﮕﺮان و ﻃﺮاﺣﺎن ﻫﻤﻪ
ﺑﻪ ﻣﺴﺌﻠﻪ »ﺳﺎﺧﺖ« ﻓﮑﺮ ﻣﻰﮐﻨﻨﺪ .در ﻃﻮل آﻣﻮزش اوﻟﯿﻪ ﻣﻦ در  ،Beaux-Arts de Lyonﻣﻦ
ﻫﻤﯿﺸﻪ ﻣﺨﺎﻟﻒ روﻧﺪ راﯾﺞ ﺑﻮدم و ﺑﯿﺸﺘﺮ ﺑﻪ ﺗﮑﻨﯿﮏﻫﺎى ﺳﻨﺘﻰ ﮔﭻﺑﺮى ،ﺑﺮﻧﺰ و رزﯾﻦ ﻋﻼﻗﻤﻨﺪ
ﺑﻮدم ﺗﺎ وﯾﺪﯾﻮ ) .(...وﻗﺘﻰ وارد آﻣﺴﺘﺮدام ﺷﺪم  3Dﯾﺎدﮔﺮﻓﺘﻢ .ﭼﮕﻮﻧﮕﻰ ﭘﯿﻮﻧﺪ ﻓﺮاﯾﻨﺪ دﯾﺠﯿﺘﺎل
و روﻧﺪ ﺧﻼﻗﯿﺖ ﺑﻪ ﮐﺎر ﺑﺮ روى ﻣﻮاد ﺑﺮاﯾﻢ ﺟﺎﻟﺐ ﺑﻮد.
اﻣﺎ وﻗﺘﻰ در اﻧﺴﺘﯿﺘﻮ ﺳﻨﺪﺑﺮگ ﺑﻮدم ،ﺷﻨﯿﺪم ﮐﻪ آنﻫﺎ ﯾﮏ ﮐﺎرﮔﺎه ﺷﯿﺸﻪ ﺳﺎزى دارﻧﺪ .ﻓﮑﺮ
ﮐﺮدم :ﻣﻦ ﻣﻰﺧﻮاﻫﻢ ﮐﺎر ﺑﺎ ﺷﯿﺸﻪ را ﯾﺎد ﺑﮕﯿﺮم ،ﻣﻰﺧﻮاﻫﻢ ﺑﺎ ﻗﺎﻟﺐﻫﺎﯾﻢ ﺑﯿﺎﯾﻢ و درون آنﻫﺎ
ﻓﻮت ﮐﻨﻢ!

ﺑﻨﺎﺑﺮاﯾﻦ ،ﺣﯿﺎت اورﮔﺎﻧﯿﮏ » ﻗﻮرى« )ﻇﺮوف ﺳﻔﺎﻟﻰ ﻟﻌﺎﺑﺪار (2020 ،ﺑﺎ ﺗﮑﻨﯿﮏ ﺳﻪ ﺑﻌﺪى اﻣﮑﺎن
ﭘﺬﯾﺮ ﺷﺪ .اﯾﻦ ﻫﻨﺮﻣﻨﺪ اﺑﺘﺪا ﺑﺎ اﺷﮑﺎل ﻫﻨﺪﺳﻰ ﺳﺎده ﮐﺎر ﻣﻰﮐﻨﺪ و آﻧﻬﺎ را ﺑﺎ دﺳﺖ از ﺣﺎﻟﺖ
ﻃﺒﯿﻌﻰﺷﺎن ﺧﺎرج ﻣﻰﮐﻨﺪ .اﻣﺎ اﯾﻦ آﺛﺎر ﻗﺒﻞ از ﭼﺎپ و ﻗﺎﻟﺐﺳﺎزى اﺑﺘﺪا در واﻗﻌﯿﺖ ﻣﺠﺎزى
ﺗﻮﻟﯿﺪ ﻣﻰﺷﻮﻧﺪ:
»ﻣﻦ ﻣﻰﺧﻮاﺳﺘﻢ ﺑﺪاﻧﻢ ﮐﻪ ﭼﮕﻮﻧﻪ ﺗﺠﺴﺪ ﻣﺠﺴﻤﻪﺳﺎزاﻧﻪاى ﺑﻪ اﺷﯿﺎى دو ﺑﻌﺪى ﺑﺪﻫﻢ و در ﻋﯿﻦ
ﺣﺎل ﻣﻄﻤﺌﻦ ﺑﺎﺷﻢ ﮐﻪ اﯾﻦ اﺷﯿﺎ ﻧﻪ ﻓﻘﻂ در دﻧﯿﺎى ﻫﻨﺮ ﮐﻪ ﺟﺎﯾﮕﺎه ﺧﻮد را در زﻧﺪﮔﻰ ﻋﺎدى و
روزﻣﺮه ﺣﻔﻆ ﻣﻰﮐﻨﻨﺪ .ﺑﻨﺎﺑﺮاﯾﻦ اﯾﻦ ﯾﮏ ﻗﻮرى در ﺣﺎل ﮔﺬار ،اﻣﺎ ﻗﺎﺑﻞ اﺳﺘﻔﺎده اﺳﺖ«.
اﯾﻦ روﻧﺪ ﻣﺴﺘﻤﺮ اﺳﺖ :در ﺳﺎﯾﺮ آﺛﺎر ،آﻧﭽﻪ ﻗﺒ ً
ﻼ ﮐﺎرﺑﺮدى ﺑﻮد )ﻗﺎﻟﺐ ﮔﭻ ،اﺷﯿﺎ ﻣﺴﺘﻌﻤﻞ( ﺑﻪ
ﺳﺎﯾﺮ ﻣﺠﺴﻤﻪﻫﺎ ﺑﺎزﯾﺎﻓﺖ ﻣﻰﺷﻮد ،و اﯾﻦ اﻣﮑﺎن را ﺑﺮاى ﯾﮏ »ﻗﺎﯾﻢ ﻣﻮﺷﮏ ﮐﺎرآﻣﺪ – ﻧﺎﮐﺎرآﻣﺪ«
ﻓﺮاﻫﻢ ﻣﻰﮐﻨﺪ) .ﺑﺪون ﻋﻨﻮان ،ﺳﻔﺎل ﻟﻌﺎﺑﺪار  ،2020ﮔﭻ(
ﺑﻨﺎﺑﺮاﯾﻦ اﯾﻦ ﺷﯿﻮهﻫﺎى ﺗﻮﻟﯿﺪ اﺷﯿﺎى ﮐﺎرى ﺑﺎﻋﺚ ﺑﺮاﻧﮕﯿﺨﺘﻦ اﻓﮑﺎرى درﺑﺎره اﻧﺘﻘﺎل از ﻣﺎده ﺑﻪ
ﺻﻮرت و از ﺻﻮرت ﺑﻪ ﮐﺎرﮐﺮد ﻣﻰﺷﻮﻧﺪ .ﺑﺴﯿﺎرى از آﺛﺎر ﺑﻪ ﺗﻌﺎﻣﻼت ﻣﯿﺎن ﺣﻮزهﻫﺎى ﻣﺘﻤﺎﯾﺰ
اﺷﺎره دارﻧﺪ :از ﺗﮑﻨﯿﮑﻰ ﺑﻪ ارﮔﺎﻧﯿﮏ ،از اﺷﯿﺎ روزﻣﺮه ﺗﺎ اﺛﺮى ﻫﻨﺮى ،از ﻓﺤﺶ ﺗﺎ ﺗﺼﺪق .در ﻋﯿﻦ
ﺣﺎل ﭘﯿﺸﻨﻬﺎد ﻣﻰﮐﻨﺪ دﯾﺪﮔﺎﻫﻤﺎن ﻣﻮرد دﺳﺘﻪﺑﻨﺪىﻫﺎى ﮐﻪ ﺑﻪ ﻃﻮر ﺳﻨﺘﻰ در ﺑﯿﺸﺘﺮ ﺟﻮاﻣﻊ
ﻏﺮﺑﻰ ﻣﻤﯿﺰ در ﻧﻈﺮ ﮔﺮﻓﺘﻪ ﺷﺪه اﻧﺪ را ﺗﻐﯿﯿﺮ دﻫﯿﻢ.
ﺑﻪ ﺳﻤﺖ دﻧﯿﺎﻫﺎى ﺟﺪﯾﺪ؟ اﺷﮑﺎل و ﮐﺎرﺑﺮدﻫﺎى ﮔﺬﺷﺘﻪ ،ﭼﺸﻢ اﻧﺪازﻫﺎى آﯾﻨﺪه
ﭼﯿﺰى ﮐﻪ ﺑﻪ ﻃﻮر وﯾﮋه در ﻣﻮرد آﯾﺪا ﺟﺎﻧﺴﻮن و ﺳﺎﯾﻤﻦ ﺳﺎرﯾﻨﻦ ﺻﺪق ﻣﻰﮐﻨﺪ .در ﮐﺎر آﻧﻬﺎ
ﻣﺮز ﺑﯿﻦ ﻃﺒﯿﻌﺖ و ﻓﺮﻫﻨﮓ ﻣﺤﻮ اﺳﺖ و ﺟﺎى ﺧﻮد را ﺑﻪ آن ﻧﻮع از ﻫﻢزﯾﺴﺘﻰ ﻣﻰدﻫﺪ ﮐﻪ
راﺑﻄﻪ ﻣﺘﻘﺎﺑﻞ اﻧﺴﺎن و ﻃﺒﯿﻌﺖ را ﺑﺮﺟﺴﺘﻪ ﻣﻰﮐﻨﺪ .ﺑﯿﻨﺸﻰ ﺷﺎﻋﺮاﻧﻪ از آﻧﺘﺮوﭘﻮﺳﻦ ﮐﻪ ﺑﯿﺶ از
ﻫﺮ زﻣﺎن دﯾﮕﺮى ﻣﺎ را ﺑﺎ درﻫﻢ ﺗﻨﯿﺪﮔﻰ ﺑﻰ ﻧﻬﺎﯾﺖ ﺟﻬﺎن اﻧﺴﺎﻧﻰ و ﻧﺎاﻧﺴﺎن روﺑﺮو ﻣﻰﮐﻨﺪ ،در
ﻗﺎﻟﺐ ﺟﻬﺎﻧﻰ ﮐﻪ ﻣﺮدم در آن ﺑﺎ ﯾﮏ راﺑﻄﻪ ﺟﺪﯾﺪ ﻣﺘﻮﺟﻪ ﻃﺒﯿﻌﺖ ﻣﻰﺷﻮﻧﺪ .ﻃﺒﯿﻌﺘﻰ ﮐﻪ در ﻫﺮ
ﺑﺴﺘﺮى ﻣﻮﺿﻮع ﭘﺮﺳﺶ ﻫﺎﯾﻰ ﺗﺎزه اﺳﺖ .ﺑﺮاى ﻣﺜﺎل ،در ﭼﯿﺪﻣﺎن »ﺑﺎﻏﭽﻪ ﻋﻠﻒﻫﺎى ﺧﺎﻣﻮش«
ﻫﻨﺮﻣﻨﺪان ﻣﻰﭘﺮﺳﻨﺪ ﮐﻪ ﭼﮕﻮﻧﻪ راﺑﻄﻪﻣﺎن ﺑﺎ ﺑﺎغ را ﺑﺴﺎزﯾﻢ:
»ﭼﮕﻮﻧﻪ ﻣﻰﺗﻮاﻧﯿﻢ ﺑﺪون اﻋﻤﺎل ﺧﺸﻮﻧﺖ ﺑﺎ ﺑﺎغ ارﺗﺒﺎط ﺑﺮﻗﺮار ﮐﻨﯿﻢ؟ ﺑﺎ ﻣﺮاﻗﺒﺖ ﯾﺎ ﻣﺸﺎﻫﺪه؟«
اﯾﻦ ﭘﺮوژه از آﻧﺠﺎ ﻣﺸﺎﻫﺪه ﺷﺪ ﮐﻪ در دﻫﻪ  1990ﻣﯿﻼدى ،اﻓﺰاﯾﺶ ﻣﻘﺎوﻣﺖ ﺑﺮﺧﻰ از ارﻗﺎم
ﮔﯿﺎﻫﻰ در ﺑﺮاﺑﺮ ﺳﻢ ﻫﺎﯾﻰ ﮐﻪ ﺑﻪ ﻃﻮر ﮔﺴﺘﺮده اى در ﺗﻮﻟﯿﺪ ﻣﺤﺼﻮﻻت ﮐﺸﺎورزى ﻣﻮرد اﺳﺘﻔﺎده
ﻗﺮار ﻣﻰﮔﯿﺮد ،و ﺑﻪ وﯾﮋه در ﻣﻮردى ﮐﻪ در ﻣﺰارع اﺳﺘﺮاﻟﯿﺎ در ﺳﺎل  1996اﺗﻔﺎق اﻓﺘﺎده ﺑﻮد،

اﻓﺘﺎده ﺑﻮد ،اﻓﺰاﯾﺶ ﯾﺎﻓﺖ .ﺑﺎ در ﻧﻈﺮ داﺷﺘﻦ اﯾﻦ اﺗﻔﺎق در ذﻫﻦ ،آﻧﻬﺎ ﺷﺮوع ﺑﻪ ﺗﺄﻣﻞ در ﺟﻬﺶ
ﻫﺎ ،ﺳﺎزﮔﺎرى ﮔﻮﻧﻪﻫﺎ و ﺗﻮﻟﯿﺪ "اﻧﻮاع" ﻣﻰﮐﻨﻨﺪ .آﻧﻬﺎ ﺑﺎ ﺗﺄﯾﯿﺪ واﺑﺴﺘﮕﻰ ﻣﺎ ﺑﻪ ﻣﺤﯿﻂ زﯾﺴﺖ ،ﺑﻪ
ﻧﻘﻞ از آﻧﺎ ﺗﺴﯿﻨﮓ و »ﻗﺎرچ در ﭘﺎﯾﺎن ﺟﻬﺎن« ﻣﺜﻠﺚ راﺑﻄﻪ ﻣﯿﺎن »ﻃﺒﯿﻌﺖ« ،ﻣﺎﺷﯿﻦآﻻت و
اﺧﺘﯿﺎر اﻧﺴﺎن را ﺑﺮرﺳﻰ ﻣﻰﮐﻨﻨﺪ ،و ﺧﻮد را ﺟﺎى ﯾﮑﻰ ﯾﺎ دﯾﮕﺮى ﻣﻰﮔﺬارﻧﺪ ،و ﺑﻪ ﻋﻨﻮان ﻫﻨﺮﻣﻨﺪ،
از ﻣﺴﺌﻮﻟﯿﺖ ﺧﻮد ﭘﺮﺳﺶ ﻣﻰﮐﻨﻨﺪ.
ﻓﺮاﮔﯿﺮ ﺑﻮدن و ﺗﺄﺛﯿﺮ ﺗﮑﻨﻮﻟﻮژى در زﻧﺪﮔﻰ روزﻣﺮه ﻣﺎ ﻧﯿﺰ ﻣﻮﺿﻮﻋﻰ اﺳﺖ ﮐﻪ ﺑﺮﺧﻰ از
ﻫﻨﺮﻣﻨﺪان ﺑﺎ آن ﻣﻮاﺟﻪ ﺷﺪهاﻧﺪ .اﮐﺘﺎو رﯾﻤﺒﺮت-رﯾﻮﯾﺮ وﯾﮋﮔﻰﻫﺎى رﻫﺎﯾﻰﺑﺨﺶ اﺳﺘﻔﺎده از 3D
را ﺗﻮﺿﯿﺢ ﻣﻰدﻫﺪ ،ﮐﻪ ﺑﻪ ﺟﺎى آﻧﮑﻪ ارﺗﺒﺎط ﻣﺎده و واﻗﻌﯿﺖ از ﺑﯿﻦ رﻓﺘﻪ ﺑﻪ ﻧﻈﺮ ﺑﺮﺳﺪ ،ﯾﮏ
ﻣﺴﯿﺮ رﻫﺎﯾﻰ ﺑﺨﺶ و آزادى ﺑﺨﺶ اﺳﺖ ،ﮐﻪ اﺣﺘﻤﺎﻻً ﺟﺎﯾﮕﺰﯾﻦﻫﺎﯾﻰ ﺑﺮاى ﺟﺮﯾﺎنﻫﺎى ﻏﺎﻟﺐ
ﺗﻮﻟﯿﺪ ﻣﻰﮐﻨﺪ:
 3Dﻧﯿﺰ ﺑﺎ ﺑﻪ ﺻﻮرت ﮔﺴﺘﺮده در دﺳﺘﺮس ﻗﺮار ﮔﺮﻓﺘﻪ اﺳﺖ ،ﮐﻪ ﻣﻰﺗﻮاﻧﺪ ﻓﺮآﯾﻨﺪ ﻣﻘﺎوﻣﺖ در
ﺑﺮاﺑﺮ ﺑﺎزارﻫﺎ ،ﺗﺎ ﺳﻠﻄﻪ ﺑﺮ داﻧﺶ ﺗﮑﻨﻮﻟﻮژﯾﮏ را آﻏﺎز ﮐﻨﺪ ﯾﺎ ﺑﺨﺸﻰ از آن ﺑﺎﺷﺪ .ﺧﺎرج از
دﺳﺘﺮس ﻣﺎ و ﺑﻪ ﺳﻤﺖ اﺳﺘﻘﻼل ﮐﺎرﺑﺮ.
اﯾﻦ ﻣﺎﻧﻊ از اﯾﻦ ﻧﻤﻰﺷﻮد ﮐﻪ ﻫﻨﺮﻣﻨﺪ ﺑﺎ اﺳﺘﻔﺎده از ﺗﺼﻨﻊ اﯾﻦ ﺗﮑﻨﻮﻟﻮژى ،ﭘﺮﺳﺸﻰ اﺳﺎﺳﻰ ﻧﺪاﺷﺘﻪ
ﺑﺎﺷﺪ .ﺑﻪ ﻋﻨﻮان ﻣﺜﺎل ،ﺑﻪ دﻟﯿﻞ ﻋﻼﻗﻪ ﻫﻨﺮﻣﻨﺪ ﺑﻪ ﺳﻄﺢ ﺑﻪ ﻋﻨﻮان "ﻓﻀﺎى اﺿﺎﻓﻰ" ،اﯾﻦ ﺳﻮال
ﺗﻮﺳﻂ »ﻗﻮرى« او ﻣﻄﺮح ﺷﺪه اﺳﺖ  -ﻓﺮم ﺑﺴﺘﻪ ،ﻣﺎت ،اﻣﺎ ﺑﺴﯿﺎر ﭘﺮﺑﺎر.

ﻣﻦ ﻫﻤﯿﺸﻪ روى اﯾﺪه ﻣﻘﺎﺑﻠﻪ ﺑﺎ آﻧﭽﻪ ﺑﺎز اﺳﺖ و آﻧﭽﻪ ﺑﺴﺘﻪ اﺳﺖ ،آﻧﭽﻪ ﻗﺎﺑﻞ ﻣﺸﺎﻫﺪه اﺳﺖ و
آﻧﭽﻪ ﮐﻪ ﻣﺪﻓﻮن ،ﭘﻨﻬﺎن و آﺷﮑﺎر ﺷﺪه اﺳﺖ ،روى ﻓﻀﺎى داﺧﻠﻰ ،ﺳﺎﺧﺘﺎر اﺷﯿﺎ ،ﻣﺼﻨﻮﻋﻰ ﺑﻮدن
ﺳﻄﺢ ،روى اﺑﻬﺎم ﻇﺎﻫﺮ ﮐﺎر ﻣﻰﮐﻨﻢ .در ﻣﺠﻤﻮﻋﻪﻫﺎﯾﻢ روى ﺳﺮﻫﺎى ﺷﯿﺸﻪاى ،روى ﻧﻘﻮش
ﮐﺎرﻧﺎوال و واروﻧﮕﻰ ﮐﺎر ﮐﺮدم.
اﯾﻦ دﯾﺪﮔﺎهﻫﺎ ﻫﻤﭽﻨﯿﻦ ﺳﻮال اﺳﺎﺳﻰ راﺑﻄﻪ ﺑﯿﻦ زﻣﺎن ﻫﺮ ﻫﻨﺮﻣﻨﺪ در ﻧﻤﺎﯾﺸﮕﺎه را ﻣﻄﺮح ﻣﻰ
ﮐﻨﺪ .راﺑﻄﻪاى ﮐﻪ ﻧﺎﮔﺰﯾﺮ رﯾﺸﻪ در ﯾﮏ ﺟﻐﺮاﻓﯿﺎى اﺟﺘﻤﺎﻋﻰ و ﻓﺮﻫﻨﮕﻰ ﻣﺘﻤﺎﯾﺰ دارد ،و ﺻﻮرت
ﻫﺎى داﻧﺶ ﺑﺮآﻣﺪه از آن را ﻣﻄﺮح ﻣﻰﮐﻨﺪ .ﻫﻤﺎ دﻟﻮراى اﯾﻦﮔﻮﻧﻪ ﺗﻮﺿﯿﺢ ﻣﻰدﻫﺪ:
راﺑﻄﻪ ﻣﻦ ﺑﺎ ﮔﺬﺷﺘﻪ اﺟﺘﻨﺎب ﻧﺎﭘﺬﯾﺮ اﺳﺖ .زﻧﺪﮔﻰ ﺧﻮدم ،ﺷﯿﻮه زﻧﺪﮔﻰ ﻣﻦ ﭘﺮ از ﭘﺎرادوﮐﺲ
اﺳﺖ و ﻣﻦ ﻓﻘﻂ ﺑﺎ ﻧﮕﺎه ﺑﻪ ﮔﺬﺷﺘﻪ ﻣﻰﺗﻮاﻧﻢ اﯾﻦ ﭘﺎرادوﮐﺲﻫﺎ را ﺗﻮﺿﯿﺢ دﻫﻢ .اﮔﺮ ﻧﻤﻰﺧﻮاﻫﻢ
ﻣﺜﻞ ﯾﮏ ﻏﺮﺑﻰ ﻓﮑﺮ ﮐﻨﻢ ،ﺑﺎﯾﺪ از ﮔﺬﺷﺘﻪ ﺧﻮد آﮔﺎه ﺑﺎﺷﻢ .و ﻣﻦ ﺳﻌﻰ ﻣﻰﮐﻨﻢ ﮐﻠﯿﺸﻪﻫﺎى ﮔﺬﺷﺘﻪ

ﮔﺬﺷﺘﻪ را ﺗﮑﺮار ﻧﮑﻨﻢ و روﯾﮑﺮد ﺧﻮد را ﺗﻐﯿﯿﺮ دﻫﻢ' .
او ﻫﻤﭽﻨﯿﻦ از ﺧﻄﺎﻃﻰ و ﮔﻠﺪوزى ﺑﻪ ﻋﻨﻮان ارﺟﺎع ﺑﻪ اﺷﮑﺎل و روشﻫﺎى ﻣﺮوﺛﻰ ﮐﺎر ﺧﻮد
اﺳﺘﻔﺎده ﻣﻰﮐﻨﺪ ﺗﺎ ﭘﻮﯾﺎﯾﻰ و ﺣﺎﻻت ذﻫﻨﻰ را زﯾﺮ ﺳﻮال ﺑﺒﺮد:
از ﺧﻮدم ﭘﺮﺳﯿﺪم دﻗﯿﻘ ًﺎ در ﮐﺠﺎ ﻣﻰﺗﻮاﻧﯿﻢ ﻫﻮﯾﺖ ﭘﯿﺪا ﮐﻨﯿﻢ ،آن را ﺗﻌﺮﯾﻒ ﮐﻨﯿﻢ و ﺣﺮف
ﺟﺪﯾﺪى ﺑﺰﻧﯿﻢ  -ﮔﻔﺘﮕﻮى ﺟﺪﯾﺪى ﺑﺎ اﯾﻦ ﻫﻮﯾﺖ داﺷﺘﻪ ﺑﺎﺷﻢ .راﺑﻄﻪ ﺑﺎ ﻣﯿﻨﯿﺎﺗﻮر و ﺧﻂ ﺑﻨﺎﯾﻰ
ﮐﻮﻓﻰ ؛ ﻧﻘﺶ ﺗﺎﯾﭙﻮﮔﺮاﻓﻰ ،ﻫﻨﺮ ﻓﺮش ،ﺻﻨﺎﯾﻊ دﺳﺘﻰ اﯾﺮاﻧﻰ  ...ﻣﻦ ﺑﻪ وﯾﮋه ﻣﻰﺧﻮاﺳﺘﻢ ﺳﺎﺧﺘﺎر
اﻧﺪﯾﺸﻪ دﺧﯿﻞ در ﺻﻨﺎﯾﻊ دﺳﺘﻰ اﯾﺮان ،در ﻣﻌﻤﺎرى را درك ﮐﻨﻢ ،ﮐﻪ ﺑﺎﻋﺚ ﺷﺪ اﯾﻦ "ﺗﻨﺪﯾﺲ
ﭘﺎرﭼﻪاى" را ﺑﺴﺎزم.
دﯾﮕﺮان ﻣﺎﻧﻨﺪ ﻋﻠﯿﺪاد ﺟﻼﻟﻰ از ﻃﺮﯾﻖ ﺧﻮد اﺷﯿﺎ ،ﮐﻪ ﺑﻪ ﻋﻨﻮان ﻣﺼﻨﻮﻋﺎت در ﻧﻈﺮ ﮔﺮﻓﺘﻪ ﺷﺪه
اﻧﺪ ،ﺑﻪ ﮔﺬﺷﺘﻪ اﺷﺎره ﻣﻰﮐﻨﺪ .اﺳﺘﻔﺎده ﻣﺠﺪد و ﺑﺎزﺗﮑﻠﯿﻒ آﻧﻬﺎ ﻣﺎ را ﺑﻪ ﺗﺠﺪﯾﺪﻧﻈﺮ در ﻣﻮرد
ﭼﮕﻮﻧﮕﻰ ادراك آﻧﻬﺎ دﻋﻮت ﻣﻰﮐﻨﺪ .ﻫﻤﭽﻨﯿﻦ در ﻣﻮرد ﺷﯿﻮهﻫﺎ ﯾﺎ ﻣﻮﻗﻌﯿﺖﻫﺎﯾﻰ ﮐﻪ ﺑﺎ آﻧﻬﺎ
ارﺗﺒﺎط دارﻧﺪ :ﻫﻨﺮ ﺑﺎﻓﻨﺪﮔﻰ ،ﻣﺎﻧﻨﺪ اﮐﺮم ) ،(2020ﮐﻪ ﻣﺘﻌﻠﻖ ﺑﻪ ﯾﮏ ﺧﺎﻟﻪ ﻣﺮﺣﻮم اﺳﺖ .ﯾﺎ ﺑﺪون
ﻋﻨﻮان  ،2017ﻧﻮﻋﻰ ﻧﻤﻮﻧﻪ آﻣﺎده ﮐﻪ ﻫﻨﺮﻣﻨﺪ ﭘﯿﺸﻨﻬﺎد ﻣﻰﮐﻨﺪ در آن ﺗﺠﺪﯾﺪ ﻧﻈﺮ ﮐﻨﯿﻢ .ﯾﺎ
اوﺿﺎع ﺳﯿﺎﺳﻰ ﻣﺎﻧﻨﺪ ﺷﻦﮐﺶ )ﺳﺮى  ،(2017اﯾﻦ "اﺑﺰار ﺑﻰ ﻓﺎﯾﺪه" ﺑﺎ اﺷﺎره ﺑﻪ ﺗﻈﺎﻫﺮات 2017
ﻋﻠﯿﻪ دوﻟﺖ و ﺑﺮداﺷﺘﻰ ﮐﻪ ﺗﻮﺳﻂ اﯾﻦ ﻫﻨﺮﻣﻨﺪ ﺗﻮﺻﯿﻒ ﺷﺪه اﺳﺖ» :آنﺟﺎ ﮐﻪ ﺷﻤﺎ آﻣﺎده ﻋﻤﻞ
ﻫﺴﺘﯿﺪ ،ﻫﻤﻪ ﭼﯿﺰ دارﯾﺪ ﺟﺰ اﺑﺰار اﻧﺠﺎﻣﺶ«
اﯾﻦ آﺛﺎر ،ﺗﻮﻟﯿﺪ ﺷﺪه ﺗﻮﺳﻂ ﻫﻨﺮﻣﻨﺪاﻧﻰ ﮐﻪ در اﯾﺮان ﺑﻪ ﮐﺎر و زﻧﺪﮔﻰ ﻣﺸﻐﻮﻟﻨﺪ ،ﺑﺎ ﺑﯿﺎن اﯾﻨﮑﻪ
ﭘﯿﻮﻧﺪ ﺑﯿﻦ ﺗﻮاﻧﺎﯾﻰ ﻣﺎ در اﺳﺘﻔﺎده از ﻓﺮمﻫﺎى ﯾﺎدﺑﻮد ،آﺛﺎر و ﮐﺎرﺑﺮدﻫﺎى ﻗﺒﻠﻰ ﺑﻪ ﻋﻨﻮان ﺑﺨﺸﻰ
از روﻧﺪ ﻣﻘﺎوﻣﺖ در ﺑﺮاﺑﺮ ﺧﻮاﻧﺶ ﺑﯿﺶ از ﺣﺪ ﻫﮋﻣﻮﻧﯿﮏ ﺗﺎرﯾﺦ و ﺣﺎل اﺑﺪى ﯾﮏ وﺿﻌﯿﺖ
ﺳﯿﺎﺳﻰ ﺳﻮال ﻣﻰﮐﻨﻨﺪ .در اﯾﻨﺠﺎ ﭘﯿﺶ ﺑﯿﻨﻰ آﯾﻨﺪه دﺷﻮار اﺳﺖ.
در ﻣﻮرد ﺣﻤﯿﺪ ﺷﻤﺲ ،او اﯾﻦ راﺑﻄﻪ را ﺑﺎ زﻣﺎن از ﻧﻈﺮ "ﺗﺼﻨﻊ" اﺷﯿﺎ روزﻣﺮه ،ﺗﻘﺪﯾﺲ و ﺗﻄﻬﯿﺮ،
در ﻧﻈﺮ ﻣﻰﮔﯿﺮد .او درﺑﺎره »ﻧﻘﻄﻪ اﻣﻦ« ﺗﻮﺿﯿﺢ ﻣﻰدﻫﺪ:
»ﻣﺤﻞ ادرار ﺑﻪ ﯾﮏ ﻗﻄﻌﻪ ﻣﻨﺎﻇﺮ ،ﯾﮏ ﺻﺤﻨﻪ آﻣﺎده ﺗﺒﺪﯾﻞ ﻣﻰﺷﻮد .اﺷﯿﺎ ﺟﺎﯾﮕﺎه ﺧﻮد را ﺗﻐﯿﯿﺮ
ﻣﻰدﻫﻨﺪ .آﻧﻬﺎ ﮐﺎر ﻧﻤﻰﮐﻨﻨﺪ«.
آﯾﺎ ﺑﺎ ﺗﺒﺪﯾﻞ ﺷﺪن ﺑﻪ ﯾﮏ اﺛﺮ ﻫﻨﺮى ،اﯾﻦ ﺷﻰ ﻣﻘﺪس ﻧﻤﻰﺷﻮد؟ اﺛﺮ ﯾﮏ ﻣﺠﺴﻤﻪ اﺳﺖ و آﻧﭽﻪ
ﺑﺎﯾﺪ ادرار ﺑﺎﺷﺪ ﺗﺮﮐﯿﺒﻰ اﺳﺖ از ﮔﻼب و ﻧﻤﮏ ﮐﻪ ﻗﻄﺮاﺗﺶ روى دﯾﻮار ﺟﺮﯾﺎن ﻣﻰﯾﺎﺑﺪ ،اﺛﺮى
ﺑﺮﺟﺎى ﻣﻰﮔﺬارد و در ﻣﻮرد ﻣﺴﺌﻠﻪ ﭘﺎﮐﻰ ،ﻧﺠﺴﻰ و ﺗﻤﯿﺰى ﺗﺄﻣﻞ ﻣﻰﮐﻨﺪ .ﻫﻤﭽﻨﯿﻦ در ﺗﻘﺒﯿﺢ و

ﺗﻘﺒﯿﺢ و ﺗﻘﺪﯾﺲ.
ﺑﺮﺧﻰ دﯾﮕﺮ ارﺟﺎع ﺑﻪ "ﺳﻨﺖ" را از ﻃﺮﯾﻖ ﻣﻨﺸﻮر اﺷﯿﺎ از ﻓﺮﻫﻨﮓ ﻋﺎﻣﻪ را ﻣﺸﮑﻞﺳﺎز ﻣﻰداﻧﻨﺪ.
ﺑﺮاى ﻣﺜﺎل ﻫﻤﺎ دﻟﻮراى ﻣﻰﭘﺮﺳﺪ ﮐﻪ آﯾﺎ ﻏﺮب اﯾﻦ ﻣﻔﻬﻮم را ﺑﻪ اﯾﺮان ﺗﺤﻤﯿﻞ ﮐﺮده اﺳﺖ:
ﺧﻮاه اﯾﻦ دﯾﻦ ﺑﺎﺷﺪ ﯾﺎ ﺧﺮاﻓﺎت  ،ﻧﺒﺎﯾﺪ آﻧﻬﺎ را "ﻓﺮﻫﻨﮓ ﻋﺎﻣﻪ" ﺧﻮاﻧﺪ .ﺑﻪ ﻫﺮ ﺣﺎل  ،آﻧﻬﺎ ﻣﺤﺪود
ﺑﻪ ﻣﻨﺎﻃﻖ روﺳﺘﺎﯾﻰ ﻧﯿﺴﺘﻨﺪ  ،ﺷﻤﺎ ﻓﻘﻂ ﺑﺎﯾﺪ در اﯾﻦ ﺷﻬﺮ ﻋﻈﯿﻢ ﺗﻬﺮان ﺑﻪ ﻣﺎ ﻧﮕﺎه ﮐﻨﯿﺪ :ﻫﺮ ﭼﯿﺰى
ﮐﻪ ﺛﺎﺑﺖ ﻧﺸﻮد ﺧﺮاﻓﻪ اﺳﺖ  ،ﻓﮑﺮ ﻧﻤﻰ ﮐﻨﯿﺪ؟ ﭼﺮا در ﻣﻮرد ﻓﺮﻫﻨﮓ ﻋﺎﻣﻪ ﺻﺤﺒﺖ ﮐﻨﯿﻢ؟
آﯾﺪا ﺟﻮﻧﺴﻮن و ﺳﺎﯾﻤﻦ ﺳﺎرﯾﻨﻦ ﺑﺎ اﺳﺘﻔﺎده از ﺷﮑﻞ ﮐﻮﺗﻮﻟﻪ ﺑﺎغ ،ﯾﮏ ﺷﻰ ﻧﺴﺒﺘ ًﺎ ﺗﻨﺰلﯾﺎﻓﺘﻪ ﮐﻪ
در ﻓﺮﻫﻨﮓﻫﺎى ﺣﻮﻣﻪ ﻧﺸﯿﻨﻰ ﻣﻮﺟﻮدﻧﺪ ﺗﻌﺪاد ﻣﻌﯿﻨﻰ از رواﺑﻂ ﺑﯿﻦ ﻓﺮﻫﻨﮓﻫﺎى ﻏﺎﻟﺐ و
ﻣﺤﺒﻮب  ،ﯾﺎ ارﺗﺒﺎط ﻣﺎ ﺑﺎ ﺑﺎغ و ﮐﺎر و زﻣﯿﻦ را ﺑﻪ ﭘﺮﺳﺶ ﻣﻰﮐﺸﻨﺪ.
’ﺑﺎﻏﺒﺎن ﻧﮕﻬﺒﺎن اﯾﻦ ﻓﻀﺎ اﺳﺖ .ﻣﺎ ﻣﻰﺗﻮاﻧﯿﻢ ﺑﺎ ﺣﺮاﺳﺖ ،ﺣﻔﺎﻃﺖ و ﻣﺸﺎﻫﺪه ﯾﮏ ﺑﺎﻏﺒﺎن ﺑﺎﺷﯿﻢ.
ﮐﻮﺗﻮﻟﻪ ﻧﻮﻋﻰ ﺑﺎﻏﺒﺎن ﻣﻌﻨﻮى اﺳﺖ.
ﺑﺎ ﻧﻘﻮﺷﻰ ﻣﺎﻧﻨﺪ ﻣﻠﯿﻠﻪ و ﮐﻮﺗﻮﻟﻪ ،ﻓﺮﻫﻨﮓ ﻋﺎﻣﻪ ،ﻓﻮﻟﮑﻠﻮر را زﯾﺮ ﺳﻮال ﻣﻰﺑﺮﻧﺪ:
»ﮐﻮﺗﻮﻟﻪﻫﺎ و ﻣﺎﺷﯿﻦآﻻت ،در ﻓﺮﻫﻨﮓ ﻋﺎﻣﯿﺎﻧﻪ ،ﻣﺘﻌﻠﻖ ﺑﻪ ﭼﯿﺰى ﻫﺴﺘﻨﺪ ﮐﻪ ﻣﻌﻤﻮﻻً ﺑﻪ ﺣﺎﺷﯿﻪ
اى در ﻧﻈﺮ ﮔﺮﻓﺘﻪ ﻣﻰﺷﻮد .اﻣﺎ ﻣﺎ ﻣﻌﺘﻘﺪﯾﻢ ﮐﻪ ﻣﺮدم ﻧﯿﺰ ﻓﺮﻫﻨﮓ را ﺑﻪ روﺷﻰ دﻣﻮﮐﺮاﺗﯿﮏ ﺗﺮ
ﺷﮑﻞ ﻣﻰدﻫﻨﺪ .ﺑﻪ ﻋﻨﻮان ﻣﺜﺎل ﭘﺮدهﻫﺎ ﻣﺮﺑﻮط ﺑﻪ داﻧﺶ ،ﭘﯿﺸﻪاى ﺧﺎص اﺳﺖ ﮐﻪ ﻣﻤﮑﻦ اﺳﺖ
ﻣﻨﺘﻘﻞ ﺷﻮد .اﻣﺎ ﻣﺘﺄﺳﻔﺎﻧﻪ ﻓﻮﻟﮏ ﺳﺮﮔﺮﻣﻰ ﻣﺤﺴﻮب ﻧﻤﻰﺷﻮد«.
ﻋﮑﺲﻫﺎى رﯾﻤﺒﺮت-رﯾﻮﯾﺮ از ﺣﯿﻮاﻧﺎت ﺣﮑﺎﯾﺖ از دﻧﯿﺎﯾﻰ دﻣﺪﻣﻰ ،از روﻧﻖ اﻓﺘﺎده ،ﮐﯿﭻ و
ﮔﺮوﺗﺴﮏ دارد.
از ﻃﺮﯾﻖ اﯾﻦ ﻣﻘﻮﻟﻪﻫﺎ ،ﻫﻨﺮﻣﻨﺪان ﺗﻌﻠﻖ ،ﺟﺎﺑﺠﺎﯾﻰ ،ﺗﻐﯿﯿﺮ ﻣﻮﻗﻌﯿﺖﻫﺎى اﺟﺘﻤﺎﻋﻰ و زﯾﺒﺎﯾﻰ ﺷﻨﺎﺳﻰ
ﻣﺘﻤﺎﯾﺰ را زﯾﺮ ﺳﻮال ﻣﻰﺑﺮﻧﺪ .آﻧﭽﻪ ﺟﺎﻟﺐ اﺳﺖ دﯾﺪن اﯾﻦ ارﺟﺎﻋﺎت رو در رو و ﮔﻔﺘﮕﻮ در
ﻓﻀﺎى ﻧﻤﺎﯾﺸﮕﺎه اﺳﺖ .در ﺣﻘﯿﻘﺖ ،ﭼﺎﻟﺶ ﺟﺮﯾﺎنﻫﺎى ﻣﺘﻨﺎوب ﻧﺸﺎن دادن اﯾﻦ اﺳﺖ ﮐﻪ ﭼﮕﻮﻧﻪ
اﯾﻦ ﻣﺪارﻫﺎ ﮐﻪ رﯾﺸﻪ در زﻣﺎن و ﺟﻐﺮاﻓﯿﺎى ﻣﺘﻤﺎﯾﺰ دارﻧﺪ ،ﺑﻪ ﻧﻮﻋﻰ ﺟﻬﺎنﺑﯿﻨﻰ ﻣﺸﺘﺮك اﺷﺎره
دارﻧﺪ ،از اﺿﻄﺮاب ﻣﺸﺘﺮك ﮐﻪ داﺋﻤ ًﺎ ﺑﻪ دﻧﺒﺎل اﺑﺘﺬال اﺳﺖ .اﯾﻦ ﻧﻪ ﺗﻨﻬﺎ از ﯾﮏ ﭼﺸﻢ اﻧﺪاز
ﻣﺸﺘﺮك ،از ﻣﻨﻈﺮﻫﺎى ﻣﺨﺘﻠﻒ ﺟﻬﺎن ﺑﺤﺚ ﻣﻰﮐﻨﺪ ﺑﻠﮑﻪ از ﺟﻬﺎن ﻣﺸﺘﺮك ﻣﺎ ،ﺑﻪ ﻋﻨﻮان ﺑﺤﺮان
ﺳﯿﺎره اى.
»ﺟﻬﺎنﺑﯿﻨﻰﻫﺎى ﻣﺘﻔﺎوت اﻣﺎ ﻓﻘﻂ ﯾﮏ ﺟﻬﺎن« :اﯾﻦ ﺳﻬﻢ ﻫﺴﺘﻰﺷﻨﺎﺧﺘﻰ اﯾﻦ ﻧﻤﺎﯾﺸﮕﺎه اﺳﺖ .آﯾﺎ

آﯾﺎ ﻫﻨﺮ ﻣﻰﺗﻮاﻧﺪ ﻧﻤﺎﯾﺎﻧﮕﺮ اﯾﻦ ﺷﯿﻮه "ﺟﻬﺎﻧﻰ" ﻧﮕﺎه ﺑﻪ آن ﺑﺎﺷﺪ؟ ﻣﻤﻠﻰ ﺷﻔﺎﻫﻰ ﺑﻪ ﻣﺎ ﯾﺎدآورى
ﻣﻰﮐﻨﺪ ﮐﻪ اﯾﻦ اﺷﯿﺎ ،ﻫﺮﭼﻨﺪ در زﻣﯿﻨﻪﻫﺎى ﻓﺮﻫﻨﮕﻰ ﮐﻪ ﺑﻪ آن ﺗﻌﻠﻖ دارﻧﺪ ﻗﺪﯾﻤﻰ ﺑﺎﺷﻨﺪ ،اﻣﺎ
ﺑﯿﺶ از ﻫﺮ ﭼﯿﺰ ﺷﺎﯾﺪ در دﻧﯿﺎى ﻫﻨﺮ از ﻣﺪ اﻓﺘﺎده ﺑﺎﺷﺪ» :ﺑﯿﺶ از ﻫﺮ ﭼﯿﺰ در زﺑﺎن ﻫﻨﺮ ﻣﻌﺎﺻﺮ
اﯾﻦ ﺑﻪ ﻧﻈﺮ ﻣﻰرﺳﺪ ﮐﻪ اﺷﯿﺎى از ﻣﺪ اﻓﺘﺎده ،ﺗﻨﺰل ﯾﺎﻓﺘﻪ ،ﺣﺘﻰ ﭼﺮﻧﺪ ﻫﺴﺘﻨﺪ«.
وﻗﺘﻰ از آنﻫﺎ ﭘﺮﺳﯿﺪﻧﺪ ﮐﻪ از ﻣﺨﺎﻃﺒﯿﻦ ﭼﻪ اﻧﺘﻈﺎرى دارﻧﺪ ،ﺑﯿﺸﺘﺮ ﻫﻨﺮﻣﻨﺪان ﭘﺎﺳﺦ دادﻧﺪ ﮐﻪ
آﻧﻬﺎ ﮐﻨﺠﮑﺎو و در ﻋﯿﻦ ﺣﺎل ﺑﻪ ﭼﺸﻢ اﻧﺪاز ﮐﯿﻮرﯾﺘﻮر ﻣﺘﻌﻬﺪ ﻫﺴﺘﻨﺪ ،زﯾﺮا او اﯾﻦ ﻧﻤﺎﯾﺶ ﺟﻤﻌﻰ
از آﺛﺎر را در ﺣﺎﻟﻰ در ﻣﺪار ﻣﺪار ﻣﻮازى در ﺗﻬﺮان ﮔﺮدﻫﻢآورده ﮐﻪ ﺑﺮﺧﻰ ﺑﺮ ﺑﻌﺪ ﺑﺎز و
ﮔﺴﺘﺮده ﺗﻔﺴﯿﺮى آﺛﺎر ﺧﻮد ﺗﺄﮐﯿﺪ ﮐﺮده اﻧﺪ ،ﺑﺮﺧﻰ دﯾﮕﺮ ﺑﻪ ﺑﻌﺪ ﺣﺴﺎس آﻧﻬﺎ اﺷﺎره ﻣﻰﮐﻨﻨﺪ،
اﺑﻌﺎدى ﮐﻪ ﻣﻤﮑﻦ اﺳﺖ ﻣﺘﻔﺎوت از ﻣﻨﺸﻮر ﺳﯿﺎﺳﺖ و ﺳﺎﻧﺴﻮر ﺑﺎﻟﻘﻮه ﺧﻮاﻧﺪه ﺷﻮد .ﻫﻤﺎﻧﻄﻮر ﮐﻪ
آﯾﺪا ﺟﺎﻧﺴﻦ و ﺳﯿﻤﻮن ﺳﺎرﯾﻨﻦ ﻣﻰﮔﻮﯾﻨﺪ:
’ﻣﺎ ﻣﺠﺒﻮر ﺷﺪﯾﻢ ﺑﯿﺶ از ﮐﻠﻤﺎت ،ﺗﺼﺎوﯾﺮ و اﺣﺴﺎﺳﺎت را ﺑﻪ ﺗﻬﺮان ﺑﯿﺎورﯾﻢ )ﭼﻮن ﻓﺎرﺳﻰ
ﺻﺤﺒﺖ ﻧﻤﻰﮐﻨﯿﻢ ﯾﺎ آن را ﻧﻤﻰﻧﻮﯾﺴﯿﻢ( .و ﻣﺎ ﻫﻤﭽﻨﯿﻦ ﺑﻪ ﺗﻮاﻧﺎﯾﻰ ﮐﯿﻮرﯾﺘﻮر ﻣﻤﻠﻰ ﺑﺮاى ﻧﻤﺎﯾﺸﮕﺎه
اﻋﺘﻤﺎد دارﯾﻢ.
اﺛﺮﺑﺨﺸﻰ ارﺗﺒﺎﻃﺎﺗﻰ ﮐﻪ ﻧﻤﺎﯾﺸﮕﺎه از ﻣﺎ دﻋﻮت ﻣﻰﮐﻨﺪ ﺗﺎ در ﻣﻮرد آﻧﻬﺎ ﺗﺄﻣﻞ ﮐﻨﯿﻢ ،ﺑﻪ ﺗﺮﮐﯿﺐ
دﯾﺎﺳﻮرﯾﮏ ﻫﻨﺮﻣﻨﺪان ﺷﺮﮐﺖ ﮐﻨﻨﺪه ﻧﯿﺰ ﺑﺴﺘﮕﻰ دارد .اﯾﺮاﻧﯿﺎن ﻣﺘﻮﻟﺪ ،ﺳﺎﮐﻦ ﺗﻬﺮان )ﻫﻤﺎ
دﻟﻮاراى ،ﻋﻠﯿﺪاد ﺟﻼﻟﻰ( و ﭘﺎرﯾﺲ )ﺣﻤﯿﺪ ﺷﻤﺲ( ؛ ﺳﻮﺋﺪىﻫﺎ و ﻓﻨﻼﻧﺪىﻫﺎ ،ﻓﺮاﻧﺴﻮىﻫﺎ و
اﻧﮕﻠﯿﺴﻰﻫﺎى ﺳﺎﮐﻦ آﻣﺴﺘﺮدام )آﯾﺪا ﺟﻮﻧﺴﻮن و ﺳﯿﻤﻮن ﺳﺎرﯾﻨﻦ ،اﮐﺘﺎو رﯾﻤﺒﺮت-رﯾﻮﯾﺮ ،ﻣﻮﻟﻰ
ﭘﺎﻟﻤﺮ( ؛ ﻓﺮاﻧﺴﻮىﻫﺎى ﺳﺎﮐﻦ ﺳﻨﺖ اﺗﯿﻦ )ﺟﻮزﻓﺎ ﻧﺠﻢ( اﯾﺘﺎﻟﯿﺎﯾﻰﻫﺎى ﺳﺎﮐﻦ ﺑﺮوﮐﺴﻞ )ﯾﺎﮐﻮﺑﻮ
ﭘﺎﮔﯿﻦ( ...ﻫﻤﻪ ﺑﻪ ﻃﻮر ﻣﻮﻗﺖ در اﯾﻨﺠﺎ ﻣﻼﻗﺎت ﻣﻰﮐﻨﻨﺪ ،اﮔﺮﭼﻪ ﻣﻤﮑﻦ اﺳﺖ ﻗﺒ ً
ﻼ در ﻃﻮل
ﺑﺮﻧﺎﻣﻪﻫﺎى اﻗﺎﻣﺖ در ﮔﺎﻟﺮىﻫﺎى ﻣﺮﺑﻮﻃﻪ ﯾﺎ در ﻣﻮارد دﯾﮕﺮ از ﻃﺮﯾﻖ دوﺳﺘﻰﻫﺎى دور ﺑﺎ
ﯾﮑﺪﯾﮕﺮ ﻣﻼﻗﺎت ﮐﺮده ﺑﺎﺷﻨﺪ.
ﺑﺎ درﯾﺎﻓﺖ ﭘﯿﻮﻧﺪ ﻣﯿﺎن آﺛﺎر  -و ﻣﯿﺎن آنﻫﺎ و آﺛﺎر ﺧﻮدش  -ﻣﻤﻠﻰ ﺷﻔﺎﻫﻰ اﻋﺘﻤﺎد و آﺷﻨﺎﯾﻰ
اﯾﻦ ﻫﻨﺮﻣﻨﺪان و ﺷﯿﻮهﻫﺎى ﮐﺎر و ﺑﯿﻨﺶ آﻧﻬﺎ را ﺑﻪ ﻫﻢ ﭘﯿﻮﻧﺪ ﻣﻰزﻧﺪ و آن را ﺑﺎ ﻣﺨﺎﻃﺐ در ﻣﯿﺎن
ﻣﻰﮔﺬارد .ﯾﮏ ﺑﺎر دﯾﮕﺮ ﻣﻰﺑﯿﻨﯿﻢ ﮐﻪ ﭼﮕﻮﻧﻪ ﻫﻨﺮ ،ﻫﻨﺮ ﻣﻌﺎﺻﺮ ،ﺑﻪ دور از ﻗﺮار دادن ﯾﮑﻰ در
ﺑﺮاﺑﺮ دﯾﮕﺮى در دﻧﯿﺎى ﮔﺴﺘﺮده ﻫﻨﺮى ،ﭘﯿﻮﻧﺪﻫﺎ را اﻣﮑﺎن ﭘﺬﯾﺮ ﻣﻰﮐﻨﺪ .ﻣﺮزﻫﺎى ﺳﺎﺧﺘﻪ ﺷﺪه
ﺑﯿﻦ ﻣﻠﺖﻫﺎ و ﻓﺮﻫﻨﮓﻫﺎ را ﺗﻀﻌﯿﻒ ﻣﻰﮐﻨﺪ و از ﻃﺮﯾﻖ ﻧﻤﺎﯾﺶ اﺷﯿﺎ ،ﺣﻀﻮر ﻣﺎ و رﺷﺘﻪﻫﺎﯾﻰ ﮐﻪ
ﻣﺎ را ﺑﻬﻢ ﭘﯿﻮﻧﺪ ﻣﻰزﻧﺪ ،ﺟﻬﺎن را در ﻓﻀﺎى ﻧﻤﺎﯾﺸﮕﺎه ﺑﺎزﺳﺎزى ﻣﻰﮐﻨﺪ.
ﺳﻮﻓﯿﺎ ﺑﺮوﻧﺲ .اﻣﯿﻦ ﻣﻘﺪم

An alternating current is an electric current which periodically
reverses direction and changes its magnitude, in contrast to direct
current, which flows only in one direction. It involves continuity,
reciprocity, symmetry... a relational principle which, when it becomes
the leitmotif of an exhibition, brings with it a powerful feeling of
hope. It calls into question the hierarchies that have structured and
marked our collective history - relationships of domination by one
part of the world over another, but also between humans and
‘non-humans’, when it is now commonly accepted that forms of social
exclusion and the depletion of the planet's natural resources are in
some ways interlinked.
In this sense, the works assembled in the exhibition Alternating
Currents, conceived by artist and curator Mamali Shafahi, are very
much of their time. What they have in common is that they seek
reform, ‘a re-formulation of worlds’, as he puts it: new options for the
future, here in the shape of a quest for an aesthetic. There is also the
idea of the ‘formula’, or the meaning given to this act, be it magical or
sacred. Mamali explains that the idea of this exhibition was born
‘when a set of arguments and connections made it possible to strike
up a collective conversation with the artists shown here’ about
possible visions of the future - a preoccupation he shares with many
artists of his generation. The idea of a collective exhibition, involving
diverse points of view and forms of expression, thus grew out of
his view that no single artist can express a complete panorama of
ways the future may be envisioned, or account for it alone.

To evoke these worlds as they are imagined and co-produced, the
works focus on a variety of processes - production, fabrication,
transformation, decomposition, reuse - that question how our
environments are produced and how they, in turn, affect and
condition us.
The work of humans and non-humans
The way things, beings, and motifs are arranged in the exhibition, like
collages or multiple layers, one over the other, sheds new light,
without prior categorization or differentiation, on manufactured
objects, human and animal bodies, plants and new technologies. It
elicits new associations between different methods of production, or
denounces the perverse effects of too close proximity. Thus we
identify objects, animals and plants, all of them presented as things:
fabrics, a lemon, a croissant, a fish, a hand, agricultural plots, a pair of
glasses, a leopard print, a poppy (or dandelion?), a shadow, a shell, a
glass, pipes, wavelets, a jug, a key, a human organ, a dog, a chain and
a brain: beings and objects vibrating in two or three dimensions but
skilfully structured according to the message each carries.
By demonstrating the links between material and tool, between tool
and finished object, and raising issues of finitude, abandonment and
reuse, recycling, dismemberment, and how objects are assigned to
particular functions (is this a copper pipe or a musical instrument?),
the exhibition questions the ‘social trajectory’ of objects, whereby
their status (e.g. from raw material to work of art) and context
alternate between production, promotion, abandonment, oblivion
and disappearance - even, at times, ‘from the dustbin to the museum’

and the achievement of heritage status, to name but a few of their
possible destinies.
Questioning value systems, classifications and categorisations
(beautiful/ugly,

useful/useless,

popular/uncreative),

the

standardisation of modes of production and of our lifestyles, but also
the participation of objects in our social life... this is what the artists in
the exhibition are jointly doing here, reminding us of the extent to
which our existences are at grips with things, what Bruno Latour has
called ‘interobjectivity’: I impact the object (or the Other, non-human)
as much as it impacts me. I both reject and identify with it. Our
interaction is not only serious, but inevitable. In the case of this
exhibition, in a series of works whose message and vibrant aesthetic
attract us in equal measure, the artists experiment with this
displacement, this re-formulation. The diversity of viewpoints offered
here is not only the result of the artists' diverse origins; it also refers
to a plurality of ontologies, of interacting modalities of existence:
insects look at us, trees tell us things, objects act. These non-humans
blur the borders between subject and object. Their status as agents
highlights connections and associations, but also discontinuities or
heterogeneities.
Bodies are also a part of these exchanges and trajectories. They
contribute to the coherence of the exhibition: a bundle of affections,
capacities and energies, as if fundamental to the viewpoints
expressed in the works - as, for example, in the work of Molly Palmer,
where the artist establishes this sought-after continuity between
humans and non-humans, all united by a universal substratum.

Others take it further still, establishing a metaphysical continuity
between nature and culture, a form of ‘perspectivism’, as Viveiros de
Castro might say, in which the gaze of animals and elements of
nature, resting on us, becomes a matter for exploration and the
object of a new natural contract, based on an anthropology of
everything

existing,

including

non-humans:

plants,

animals,

machines, and more.
Some works present the body as the object of some form of
commodification, as Mamali Shafahi notes: ‘In these works, the body
often appears impacted, abused, tired or torn... Tired because the
misfortunes we face, a result of the depletion of resources, the
exclusion of humans, technological domination and inequalities, also
affects us in our bodies, which therefore go into resistance mode.’
Indeed, in Hamid Shams' work, for example, the body is an eternally
absent figure, its ghostly presence only hinted at through situations
and spatial configurations. But at the same time it is a body with
feelings, desired and desiring, consumed in fleeting amorous
relationships whose ambivalence the artist describes, from ‘the search
for immediate satisfaction, for instant pleasure, abandonment’, to
feelings of of disenfranchisement and loss of self, and the violence
they involve. Most of the time, the objects and the way they are
displayed are the real players in the stories the artist tells us. They
evoke ambiguous situations and implicit interpretations, while
referring to concrete physical actions, by a body caught up in singular
situations but never actually represented. Sometimes, at least,
animals, and the unconscious movements of attraction or repulsion

they suggest to the artist supply a metaphor for it. It may be a deer,
whose photo we see in Portrait d'un cerf dans une forêt brumeuse au
coucher du soleil (2021), or a ‘hybridised wild cat’ in Comfort Zone
(Series 2021), all that remains of which is the skin, made into a sling, a
fetishistic object relating to sadomasochistic practices: animals that
are often sacrificed, as is the person in a love relationship. This is the
central "contract" of this last work:
‘If I am to love the other, I must sacrifice a part of myself’
The artists’ work on the body and the object also questions the very
processes of production of the works and their resultant value. Here
again, Mamali Shafahi explains:
‘What interests me in these works is their virtuosity, the technical
know-how (painting, sculpture, installations) they display, the
inspirations behind them, from pop culture to symbolism, their
formal fluidity, but also the way this virtuosity is used to sustain a
critical discourse on the sophistication of the various modes of
production. This also raises issues of an artist's practice, to the
fragility of their situation today, in a context where everything is
shifting and changing.’
Thus the question of the actual physical force needed in artistic
production is raised by Molly Palmer in some of her painted works,
such as Muscle Beach Miami Condo (2010) or My Guns (2010), where
the depiction of limbs and their musculature highlights the
relationship between the finished work and the process of production

by an actual body, deploying the artist’s energy to produce, to
transform the materials used:
‘I study anatomy and the way our organs circulate energy round our
bodies a lot... I had health issues, with chronic fatigue, and was
bedridden for a year and a half... During this time I looked into the
links between magic and medicine and became interested in the
notions of energy and strength. I had always been a physically fit
person, and I was shocked to find that I suddenly had no energy, no
strength. What happens when the flow of energy cannot be
expressed physically, and it becomes a closed circuit?’
For Octave Rimbert-Rivière, the technical process, although it
determines the work to a great extent, is an integral part of it:
"I work in a studio (ISO Amsterdam) where artists, craftsmen and
designers are all concerned with the question of practices, of
'making'. During my initial training at the Beaux-Arts de Lyon, I always
went against the grain of the dominant trends, being more interested
in traditional techniques, plaster, bronze and resin than in video (...),
when I arrived in Amsterdam, I learned about 3D, because I was
interested in how the digital process related to the creative process
and work on materials. But when I was at the Sandberg Instituut, I
heard that they had a glass workshop, and I thought: I want to learn
how to work with glass, I want to come with my moulds and blow in
them!’
So, the organic vitality of his Tea Pot (glazed earthenware, 2020) is

made possible by 3D production. The artist first works with simple
geometric forms and distorts them by hand. But the works are
produced first in virtual reality before being printed and moulded:
‘I wanted to know how to give sculptural reality to 2D objects but also
to make sure that these objects have their place in the sphere of
ordinary, everyday life, not just in the art world. So it is a teapot in
transition, but it is functional.’
This process is ongoing: in other works, what was once functional
(plaster moulds, scrap objects) is recycled into other sculptures,
allowing for ‘a functional-non-functional game of hide-and-seek’
(Untitled, 2020, glazed earthenware, plaster).
These modes of production and 'objects’ careers' thus provoke
stimulating thoughts about transitions - from material to form and
from form to function. Many of the works point to interactions
between distinct spheres: from the technical to the organic, from
everyday object to artwork status, from the profane to the sacred,
while at the same time proposing a reversal of perspective on
categories traditionally thought of as distinct in most of our Western
societies.
Towards new worlds? Forms and uses of the past, visions of the future
This is notably the case with Ida Johnson and Simon Saarinen. In their
work, the border between nature and culture is blurred, giving way to
a symbiosis that highlights the interdependent relationship between
man and nature. A poetic vision of the Anthropocene that confronts

us, more than ever before, with the infinite interweaving of the human
and non-human worlds, in the form of a world where people are
attentive to nature under a new relationship, in which every context is
subject to new questioning. In their installation A (proposed) garden
of mutated weeds, for example, the artists ask how to construct our
relationship to the garden:
‘How can we relate to the garden without enforcing violence? Is it by
taking care, by observing?’
The project grew out of on the observation that, in the 1990s, there
was an increase in the resistance of certain plant varieties to
herbicides widely used in agricultural production, and in particular to
one case that occurred on Australian farms in 1996. With this event in
mind, they begin to reflect on mutations, the adaptation of species
and the production of 'variants'. Reaffirming our interdependence
with the environment, quoting Anna Tsing and her Mushroom at the
End of the World, they investigate the triangular relationship between
‘nature’, machines and human agency, placing themselves in the
shoes of one or other in turn, and questioning, as artists, their own
responsibility.
The omnipresence and impact of technology in our daily lives is also
an issue that some of the artists confront. Octave Rimbert-Rivière
explains the emancipatory virtues of the use of 3D, which, rather than
what it might seem, i.e. a loss of link with matter and reality,
constitutes an emancipatory and liberating path, likely to produce
alternatives to the dominant currents:

‘3D has also become widely accessible, in the spirit of a
reappropriation of technical knowledge by all, of do-it-yourself, which
can initiate, or be a part of, a process of resistance to markets, to the
domination of technical knowledge usually out of our reach, towards
user autonomy.’
This does not prevent the artist from asking the fundamental
question of artifice through this use of technology. This question is
posed, for example, by his Tea Pot - a closed, opaque form, but very
loaded as well, because of the artist's interest in the surface as a
‘space of excess’.
‘I always work on the idea of confronting what is open and what is
closed, what is visible and what is buried, hidden and revealed, on the
interior, the structure of things, the artificiality of the surface, on the
ambiguity of appearances. In my series on glass heads, I worked on
carnival motifs, on inversions.’
These points of view also raise the fundamental question of the
relationship to time of each of the artists in the exhibition, a
relationship inevitably rooted in a distinct social and cultural
geography, and the forms of knowledge that emerge from it. Homa
Delvaray explains it this way:
‘My relationship to the past is inevitable. My own life, my way of life,
is full of paradoxes and I can only explain these paradoxes by looking
back to the past. If I don't want to think like a Westerner, I have to be
aware of my past. And I try not to repeat the clichés of the past, and

to change my approach.’
She also uses calligraphy and weaving as references to forms and
practices inherited from her work, Talisman of Khash (2020), in order
to question dynamics and states of mind:
I asked myself where exactly we can find identity, define it and say
something new - have a new dialogic with this identity. The
relationship with miniature and Kufic banna'i calligraphy; the role of
typography, the art of carpets, Iranian handicrafts... I especially
wanted to understand the structure of thought involved in Iranian
handicrafts, in architecture, which led me to make this ‘fabric statue’.
Others, like Alidad Jalali, refer to the past through the prism of the
objects

themselves,

taken

as

artefacts,

whose

reuse

and

recontextualisation invite us to rethink how we perceive them, but
also on the practices or situations they relate to: the art of weaving, or
of hospitality, as with the Akram cushion (2020), which belonged to a
great aunt now deceased, or Untitled 2017, a kind of ready-made, a
sample,or remains the artist proposes we reconsider. Or the political
situation as with SHENKESH (series 2017), this ‘useless tool’ referring
to the 2017 demonstrations against the government and to the
impression, described by the artist, where ‘you are ready to act, you
have everything but the tools to do it’.
These works, produced by Iranian artists living and working in Iran,
question how we appropriate the past in a particular way, pointing
out the link between our capacity to seize on memorial forms, traces

and uses of the past as part of a process of resistance to an overly
hegemonic reading of history, and the eternal present of a political
situation in which it is hard to envisage the future.
As for Hamid Shams, he considers this relationship with time from the
point of view of the ‘artification’ of everyday objects, of sacralisation
and desacralisation. He explains Comfort Zone:
‘The urinal becomes a piece of scenery, a stage set. The objects
change their status. They don't work.’
By becoming a work of art, is the object not made sacred? The work
is a sculptural object, and what might otherwise be urine becomes an
‘offering’ of rose water mixed with salt, flowing from drips on the wall,
leaving marks and engaging in a reflection on the question of
purification, the dirty and the clean, as well as on the profane and the
sacred.
Others consider heritage, or the reference to a ‘tradition’, through the
prism of objects from popular culture - the definition of which,
moreover, is problematic. Homa Delvaray asks, for example, whether
the West has imposed this notion on Iran:
‘Whether it's religion or superstition, they shouldn't be called
“popular culture”. Anyway, they are not limited to rural areas, you only
have to look at us in this huge city of Tehran: anything that is not
proven is superstition, don't you think? Why talk about popular
culture?’

Ida Jonsson & Simon Saarinen highlight the forms of segregation
symbolised by objects, using the figure of the garden gnome, a
relatively déclassé object that inhabits our suburban cultures but is
nonetheless effective in questioning a certain number of relationships
between dominant and popular cultures, or our relationship to the
garden and working the land.
‘The gardener being a guard for this space, we could be a gardener by
guarding, protecting, observing. The gnome is a kind of spiritual
gardener.’
With motifs like the tapestry and the gnome, they question popular
culture, folklore:
‘Gnomes and machines, as folk, also belong to what is usually
considered as peripheral. But we believe folk is also shaping culture in
a more democratic way. For instance curtains are related to a certain
knowledge,

craft,

tradition

which

may

be

transmitted.

But

unfortunately usually folk is rejected as just fun.’
Rimbert-Rivière's

photographs

of

animals

suggest

a

quirky,

old-fashioned, kitschy and grotesque world.
Through

these

categories,

the

artists

question

belonging,

displacements, shifts between distinct social statuses and aesthetics.
What is interesting is to see these references brought face to face and
setting up a dialogue in the exhibition space. Indeed, the challenge of
Alternating Currents is also to show how these circuits, with their

roots in distinct temporalities and geographies, nevertheless point to
a form of common cosmology, of shared anxiety constantly seeking
decentring. It argues not only for a shared vision, from diverse
perspectives, of the world, our shared world, of the same planetary
crisis. ‘Many worldviews, only one world’: that is the ontological
contribution of this exhibition. Could art represent this ‘global’ way of
looking at it? Mamali Shafahi reminds us that these objects, however
old-fashioned they may be in the cultural contexts to which they
belong, are above all perhaps old-fashioned in the world of art: ‘it is
above all in the language of contemporary art that these objects look
old-fashioned, downgraded, even corny.’
When asked what they expected from the reception of their works by
the ‘local’ public, most of the artists replied that they were curious,
expectant, and committed to the vision of the curator as he presents
this bold, collective display of their works at the Dastan Gallery in
Tehran. While some have emphasised the open, broadly interpretative
dimension of their works, others also point to their sensitive
dimension, one that may be read differently than through the prism
of politics and potential censorship. As Ida Jonsson & Simon Saarinen
say:
‘We had to bring to Tehran (as we do not speak Farsi nor write it)
images and sensations more than words. And we also trust in
Mamali's curatorial ability for the exhibition, especially to approach
this subject through different ways.’
The effectiveness of the connections and circulations the exhibition

invites us to reflect on thus also depends on the diasporic
composition of the artists participating. Iranians by birth, living in
Tehran (Homa Delvaray, Alidad Jalali) and in Paris (Hamid Shams);
Swedes and Finns, French and English living in Amsterdam (Ida
Jonsson & Simon Saarinen, Octave Rimbert-Rivière, Molly Palmer);
French living in Saint-Etienne (Josefa Ntjam); Italian living in Brussels
(Jacopo Pagin)... all meet here temporarily, although they may also
have met before during residency programmes (notably at the
Rijksakademie in Amsterdam), at their respective galleries, or in other
cases through distant friendships.
By eliciting connections between these works - and between them
and his own - Mamali Shafahi shares with the audience the trust and
familiarity that unites these artists, their practices and their visions.
Once again we see how art, contemporary art, far from setting one
against the other in the vast world of art, makes interconnections
possible. It undermines the frontiers erected between nations and
cultures and, through the objects on show, our presence and the ties
that bind us, remakes the world within the exhibition space.

Sophie Brones, Amin Moghadam

