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این مجموعه ارادتی است به رابرت ادمز 1
ماهور زهرایی

اسـت.   ادمـز   رابـرت   2 ویِ  پیـاده ر تابسـتانی،  شـب های  مجموعـهٔ  اسـاس  بـر  مشـی  و  ر پیـش  مجموعـهٔ 
گرفتـه ام.  البتـه ادمـز   کاری ام از او  کـه مـن در طـول دوران  انتخـاب رابـرت ادمـز  به واسـطهٔ تأثیـری اسـت 
تنهـا منبـع تأثیـر بـرای مـن نبـوده،  مکتب دوسـلدورف۳ و نمایشـگاه مـکان نگاری های جدیـد: عکس هایی 
یان هـای  کننـده آن ویلیـام جنکینـز 5 بـود جر کـه برگـزار  از چشـم انداز  دگرگـون شـده توسـط انسـان ــ  1۹۷5 4 
کـه مـن هـم عـکاس مناظـر هسـم از ایـن   بـه دلیـل ایـن 

ً
بسـیار مؤثـر بـر عـکاسی منظـره 6 بودنـد و طبیعتـا

یان هـای مؤثر فکری و تصویـری تأثیرگذار  گرفتـه ام.  بـا در نظـر داشـنِ ایـن نکته در نبود جر یان هـا تأثیـر  جر
کـرد. در عـکاسِی ایـران،  سرمشـق را بایـد در جـای دیگـری جـز ایـران جسـت و جـو  

امـا   ۷ دارد  یـان فاصلـه  دو جر آن  دیدگاه هـای  از  وی  پیـاده ر تابسـتانی،  این کـه مجموعـهٔ شـب های  بـا 
نِی تـازه تأسـیسی  کـه ادمـز  آن را در حومـهٔ کلـرادو  8 و از مجموعـهٔ مسـکو مجموعـهٔ مسـتقل و درخشـانی اسـت 
که نکرد و )پیرو ایده همیشـگیِ ادمز یعنی  کنـد،۹   کنانش فراهم  کـه قـرار بـود بهشـتِ جدیـدی را برای سـا گرفتـه 

1. Robert Adams
2. Robert Adams, Summer Nights, Walking: Along the Colorado Front Range, 1976-1982.  
3. Düsseldorf School
4. New Topographics: Photographs of a Man-Altered Landscape 1975
5. William Jenkins
6. Landscape & Cityscape Photography

۷. ملکیان، علیرضا، مکان نگاری عکاسانه، خاستگاه ها و رویکردها، نشر نظر، ۱395. ص. ۷۱.
8. Colorado

9. حمیدیان، تورج، حرفه عکاس، نشرحرفه هنرمند، ۱39۲. ص. 595.
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وال  مشق اول: ز
وزبه ملکی ر

کـه در آن مـکانی نیمه شـهری و ناآشـنا  یبایی شـناسی کلاسـیک اسـت  و تصاویـری بـا ز مجموعـهٔ پیـش ر
گاهانـه از مجموعـهٔ شـب های تابسـتانی،  یـی بازنمـایی شـده  اسـت. ایـن مجموعـه  مشـی آ بـه همـراه ابـژه ای عار
ون بلکه هم زمان   به جهانِ بیر

ً
ویِ رابرت ادمز 1 اسـت. در نتیجه، به واسـطهٔ سرشـتِ مشـق نه صرفا پیاده ر

و مشـابهت هایی صـوری و موضوعـی میـان دو مجموعـه وجـود  بـه متـی دیگـر )سرمشـق( اشـاره دارد. از ایـن ر
کنتراسـت، ترکیب بنـدی، تنـوع در عمـق میـدان، غالـب  کـه از میـان آن هـا می تـوان بـه قطـع تصویـر،  دارد 

کرد.  بـودن تونالیتـهٔ تیـره و حضـور هم زمـان عناصـر شـهری مصنوعـی و طبیعـی اشـاره 
کــه آن را از مشــقِ صــرف  و ســویه هایی شــخصی نیــز قابــل پیگیــری اســت  البتــه در مجموعــهٔ پیــش ر
متمایــز می کنــد. مثــلًا در ایــن تصاویــر، ابــژهٔ ونــوس در راســتای مفاهــم نمادیــن مجموعــه همــواره لنگــرگاه یــا 
مرکــز خیرگــی تصویــر اســت.2  ایــن خیرگــی بــه واســطهٔ تکــرار ابــژه، نامأنــوس بــودن آن بــا مــکان بازنمایی شــده، 
کنتراســت، ترکیب بنــدی و عمــق میــدان به خــوبی  انــدازهٔ غیرطبیعــی و البتــه عناصــر تصویــری ماننــد 

1. Robert Adams, Summer Nights, Walking: Along the Colorado Front Range, 1976-1982, Yale University 
Art Gallery, 2009.  

که ادمز در تصاویر خود اغلب از لنگرگاهی تکرارشونده دوری می گزیند.   ۲. این در حالی است 
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medium such as calligraphy, the exerciser can drill any phrase or even a nonsense one, 
and still adhere to the written form of the example. On the other hand, since exercise 
has always been a formal approach to examples,5  it is expected that only images with a 
formal approach be accepted as examples. For instance, one might not conceive of a for-
mal exercise of Helen Levitt's images, since in them the 'fluid' urban topic dominates the 
images form, and it seems their repetition (if possible) would be located outside the realm 
of exercise. As such, exercise of photography is often confined to "static and repetitive" 
subjects. For this reason, in the series beforehand, opting for Robert Adams' illustrations 
seems to be justified. On the other hand, the nightscapes is also a clever choice, since the 
daylight and as a result the shape of the shadows and the light contrast all depend on the 
geographical latitude, whereas the night light depends on the density of the lamp bulbs 
which is, by nature, technical and therefore repeatable. Finally, it can be said that the 
proper selection of example that partially corresponds to the subject matter at hand, is a 
prerequisite for photography.

Due to its technical basis, photography versus calligraphy, drawing or painting, is ex-
pected to be far different from these. For instance, what is exercised in calligraphy is 
written language. In other words, calligraphy is a formal approach to the script (and more 
precisely to letters). Consequently, since the example in calligraphy does not refer to a real 
object in the world, the exercise merely considers the example, for there is nothing else 
to deal with. However, conditions in design are different; when designing is a representa-
tion of a real object in the world, the exerciser can exercise the design image itself as a 
pure form, that is, replace the point with a point and the line with a line. In other words, 
the design exerciser acts here as a calligraphic exerciser, in which the three-dimensional 
theme is non-existent and the two-dimensional theme focuses only on the two-dimension-
al example.6  One can obtain a perspective image by holding a perspective-based drawing 
without directly signifying the outer space. However, if the exerciser does not perceive 
the symbolic relationship between the example the subject in the world, they cannot then 
proceed from a three-dimensional subject to a two-dimensional perspective-based image. 

 5

5. Here only optional exercise is meant, and the compulsory (punitive) approach is omitted.
6. In drawing, exercise and example can often be considered two-dimensional, whereas in painting such 
a presupposition seems often untenable due to the volume of superimposed layers of colors.



53
4

First Exercise: Decay
Roozbeh Maleki

The present collection is a set of images with classical aesthetics in which a semi-urban 
and unfamiliar place is represented alongside a borrowed object. This collection is a pur-
poseful "exercise" on Robert Adams' sequence of nightscapes, Summer Nights, Walking.1  
By the nature of exercise, it refers not only to the outside world but also to other text, 
i.e. "example." Therefore, formal and thematic parallelism have arisen between the two 
collections, among which are image format, contrast, composition, variations in the field 
depth, predominance of dark tonality, and simultaneous presence of artificial and natural 
urban elements.

In the series, however, personal traits can also be traced that distinguish it from a mere 
exercise. In these images, for example, the object of Venus, consistent with the symbolic 
concepts of the collection, is always the anchor or the stare center of the image.2  The 
stare center is well enhanced by the repetition of the object, its unfamiliarity with the 
location represented, the abnormal size, and of course the diverse visual elements such as 
contrast, composition and field depth. On the other hand, the little goddess figurine with 
her cut off hands that is depicted as hidden, veiled, and fallen, is suspended in the middle 
way of being dragged and suppressed. In other words, plaster Venus, which is confined 
to a confined space (as often as one cannot place a full height person in the foreground), 
simultaneously belongs to both the miniature world and the human world. Hence, it gives 

1. Robert Adams, Summer Nights, Walking: Along the Colorado Front Range, 1976-1982, Yale University 
Art Gallery, 2009.
2. Adams, however, often avoids a repetitive anchor in his images.
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