




BORDERCROSSINGS

Sanaz Mazinani
by Gary Michael Dault

rtist and photogra-

pher Sanaz Mazinani's

burgeoning, intensifying
pursuit and examination of the
instability and resulting volatility
of photographic materials extract-
able from popular sources—chiefly
the Internet—has carried her a long
way from the first work I knew of
hers: the book-cover photographs
(“Bibliotheca”) she exhibited at
Toronto’s Stephen Bulger Gallery
in 2005.

The “Bibliotheca” photographs
were large-scale, isolated images
of highly used books, often dog-
eared, usually creased, worn and
clearly much thumbed. What was
most interesting about them were
the secret histories each seemed
to accumulate. Somehow, their
distressed condition now rendered
them neither picturesque nor
sentimental but, rather, ampli-
fied a silence inherent in each
of them—a withholding of the
very narrative with which you felt
each of them was, by now, richly
imbued. A similar but densified
kind of muteness is everywhere
felt in the politically searching,
historically accomplished, techni-
cally remarkable digital collages the
artist has been making since 2008,
in San Francisco.

VISUAL ART

Born in Tehran in 1978,
Mazinani immigrated to Canada
when she was 11 years old, bringing
with her a richly inexhaustible,
inherited understanding of the
power and meaning of pattern. As
she notes in a recent video (you can
see it at www.sanazmazinani.net),
“in Islamic art, ornamentation
is the art of transformation and
comes out of the Islamic preoccu-
pation with the transitory nature
of being."”

Given the nature of the fleeting,
almost unexaminable but never-
theless potently loaded photo-
images from the Internet—of
which her dizzying, kaleidoscopic
collages are composed, photos with
their own sense of the “transi-
tory nature of being”—there is an
almost wicked logic in bringing
together that dangerous fluidity
and the disturbing evanescence
of mass-media images of war and
conflict with the solid, deeply satis-
fying spatial and chromatic logic of
Islamic-derived patterning.

That the two feeds of infor-
mation should fuse so potently,
even exhilaratingly, despite the
troubling nature of the political
photographic components, into
such vibrant, mosaic-like wholes
is a great tribute to the artist’s

conceptual inventiveness and
procedural tenacity.

Not the least remarkable quality
of Mazinani's photo-objects is the
way both the photos and the fields
of patterning are made to become,
in the end, entirely interdependent.
And this is partly a matter of viewer
focal-length. Looked at up close,
the works are clearly an outwash
of photographs held in place by a
matrix of design-will. Looked at
from across the room, however, the
works become eccentrically-shaped
fields of pattern—design-rapture,
essentially unencumbered by the
socio-political. As San Francisco-
based writer and artist Jeremiah
Barber puts it in a stimulating
essay, “Smoke and Mirrors,” in
Unfolding Images, 2012, a catalogue
recently published by the Bulger
Gallery Press, the unique forms of
Mazinani’s collages “are innocent.
One unfolds like a paper airplane,
another like a winter snowflake
with just one careful cut. Mounted
on panels they bow inwards at the
edges, so that approaching the
pattern fills your plane of vision
rapidly...”

Are you going to be inescapably
drawn forward into the political
content of the works, or simply
rebuffed into the apparent safe





