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Inherited Memory is an ongoing research project held annually in an independent space, with
the participation of a group of artists.

In its first edition, the project examined the persistence and transformation of visual patterns
within cultural memory, and brought together a selection of works, ecach engaging with
collective memory from a different perspective.
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Jan Assmann distinguishes between communicative memory,
which is limited to the span of generations, and cultural
memory. Cultural memory is fixed in externalized forms such
as image, ritual, and text, and outlasts the generation that
produced it. The project works at this second level. By
“inherited” we likewise mean cultural inheritance: what
reaches us without our choosing, vet whose acceptance,
rejection, or transformation rests with us. In Specters of
Marx, Derrida says that inheritance is never a given; it is
always a task. If we understand this project as a “task,” a kind
of work done on an inheritance of images, we will have come
close toits intent.
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‘Inherited Memory” begins from the premise that some images live on beyond the time and place of their production.
They reappear in different historical periods, media, and cultural contexts, and each time they acquire a new meaning.
Some of these images, in the process of transmission and repetition, settle into cultural memory, so that encountering
them can arouse in the viewer many layers of historical, social, political, and emotional experience. From this
perspective, the image does not belong to the past alone; it remains in cultural memory and, in each reappearance or
“afterlife,” activates the past in the present.

The project draws on the ideas of Aby Warburg, especially the Bilderatlas Mnemosyne (Mnemosyne Atlas), but does
not intend to reconstruct it. In this atlas, Warburg placed images from different periods and cultures side by side,
disregarding historical sequence and relying on similarities, tensions, and hidden relations, in order to reveal the paths
of their survival (Nachleben), displacement, and transformation, and to show how emotional gestures, or
Pathosformeln, pass from one period to another and return each time in a new context. In this view, the juxtaposition of
images and their relation to one another produce meaning, This approach provides the basis, in this project, for re-
reading certain corners of Iranian visual memory.

On this basis, a group of artists was invited to choose, in light of their intellectual world and artistic practice, a gesture or
image that carries cultural memory: a form that has been repeated and has endured, and that can be re-created in a
new way within each artist’s personal language.

The works produced in this project are each an independent reading of a single model; yet side by side, like a page of an
atlas, they bring into being a network of relations. “Inherited Memory” invites the viewer to confront the question of how
images find meaning alongside one another, what relations can be discovered among them, and to what extent these
relations exist in the juxtaposition of the images themselves and to what extent they take shape in the viewer’s gaze and
assoclation.
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Javad Ebrahimingjad (b. 1993) is a multimedia artist, filmmaker, and film researcher. During his university years,
he focused on the performing arts (theatre and performance), video art, and photography as instruments of
personal and artistic expression, producing experimental, multimedia works at the border between cinema, the
visual arts, and performance. After university, he pursued other layers of the moving image, including editing,
color grading, and above all the restoration and recovery of archival films and resecarch in the field of cinema, as
part of his artistic life. Focusing on the history of the image and of cinema, he makes video essays. His artistic
concerns generally take shape around the archive, visual memory, and the critical re-reading of history.
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The Interrogation emerges from the first moving images ever recorded
in Iran, filmed in the summer of 1900. In this footage, Mozaffar ad-Din
Shah Qajar and his entourage look straight into the camera, their gaze
fixed and direct. Interrogation is a summoning and a beholding of these
“fixed gazes” from the zero point of moving-image history in Iran: the
gaze of those who stare back at us, who, across the span of many years,
are the ones we now look at.

The images are shown as a black-and-white video, preserving their
archival qualities. In places the footage is slowed, and at certain
moments it moves closer to the faces, emphasizing the gazes and the
forms of the faces.

The video is projected onto a fabric surface, one that is unstable and
fragile, a surface that is blemished, torn, or deteriorated and cannot hold
the image intact.
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Mahshid Afzali (b. 1993) is an artist and filmmaker working across video art, filmmaking, photography, and
installation art. In her practice, personal and visual archives serve as a starting point for engaging with memory,
collective memory, history, and our relationship with the image. She graduated in scenic design from the
University of Tehran, and in recent years, alongside photography and filmmaking, she has worked in film editing,
color grading, and film restoration, and has also gained experience with handmade and alternative printing
processes.
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Surge emerged from a personal archival footage of a
night in Tehran when people poured into the streets
after Iran’s national football team qualified for the 2006
World Cup. Twenty years on, I noticed that in these
images, the way bodies stand, move, raise their hands,
climb on cars, and gather beside one another in the
street takes on a familiar, recurring form across
different narratives.

[n this video, 1 combine a single image with four
narratives from different times and situations. Three are
drawn from literary and historical texts about pecople’s
presence in the street and the city, and the fourth is a
personal memory of that same night. As the narrative
changes, the image drifts from its original meaning, and
the forms of collective presence, the gestures and
actions, take on other meanings.
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Hamed Jabberha (b. 1984) is an interdisciplinary artist whose work is rooted in experimentation with
photography. His practice mostly takes the form of video art, books, and sculpture, centered on the image and
the archive, and presented as installations, artist's books, and volumetric works. “Concept” and “time” are of
greatest importance in his work, and in recent years his ideas have often been shaped by wandering through
historical and political subjects. In making his work, Hamed is drawn to natural, time-bound, and perishable
materials. With a critical yet poetic approach, and inspired by natural phenomena, historical narratives, and
socio-political currents, his works engage with forms and concepts such as erosion and decay, gravity, and even
experimental studies of fungal growth, as metaphors for a system of destruction and renewal.
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The word Khaos (Chaos) comes from ancient Greek and carries several meanings. In one sense, it refers to the primordial disorder of the world and its
boundless darkness; in another, it signifies “distance” and “formlessness,” a threshold between being and non-being. In a later reflection, Khaos is depicted as a
form with eight asymmetrical arms, evoking a condition in which the boundaries between form and formlessness, order and disorder, being and non-being are
constantly shifting, and pointing to complexity and uncertainty in the understanding of truth. Here, “Khaos” is less a name for disorder than the name of a
condition that has not yet submitted to a definitive definition. Structures are collapsing, and circumstances are compley, inexplicable, and difficult.

This installation consists of a video and a photograph arranged around a book titled The Book of Job. A book of lamentations inspired by the Book of Job, its
pages arc made from black garbage bags, a metaphor for the darkness and impermanence of the present condition. The book comprises twenty-seven pages
and twenty-three chapters. Each chapter refers to images from our collective memory and addresses one of the events of these past few months, printed on
thermal paper in various sizes. Because thermal paper is sensitive to conditions and heat, the images printed on it gradually fade over time, and it also retains
the fingerprints of the viewer from the moment of touch, for an indeterminate period.
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Toktam Hajibeglou (b. 1983) is a visual artist working in printmaking. She trained at the Sourch Art High School
and holds a degree in painting from Soureh University of Tehran.

[n recent years she has focused her practice on printmaking, particularly lithography (Kitchen Lithography). She
draws on the layered structure and the possibilities of printmaking techniques to merge scattered elements into
a coherent image. In her work, the portrait and the body, bound up with lived experience, serve both as subject
matter and as part of the process through which the work takes shape.

She has taken part in numerous group exhibitions and, alongside her professional practice, teaches courses and
workshops in this field
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Until It Leaves a Trace grows out of the unstable sense of being, and out of an encounter with the concept of “nothingness.” It is an experience in which the
feeling of existing is shaken by crisis, anxicty, insecurity, the denial of recognition, and repeated confrontations with death. Under such conditions, the effort to
reclaim and prove one’s presence becomes part of everyday life.

The fingerprint, as the direct trace of the body’s contact with a surface, becomes in this work a sign of the body’s presence. The repetition of these traces
continues as an ongoing attempt to say ‘I am” in the face of external crises, and gradually grows worn and faint, until it can no longer prove presence with
certainty.

The work is made in kitchen lithography and presented in an accordion structure, a form whose successive openings and compressions mirror the instability of
the condition. Its consecutive sections hold the passing of time, in both everyday sequences and longer duration, and create a rhythm of change, repetition, and
rupture. This structure reflects a world that is no longer unified or dependable, and whose stability is continually shifting.







Sy 5 Gwlse Solll g gsbyill slaailyé )SH5a b Ginle)lS )3 o Cunl sl lin xioyin (11°00 Mgio) (i liso
<> (:9.@_0.,0 » ol sl S i .\)L\)Ju.o dhsls g pgas Hlo )l.\JL)lJ sdaly ) Lugls @ .L_gg.u.uj).)gl.ta_) P dslae b g i iwd
9 Ob) 509> )3 9l Lluaxi (sdiing 3ilo)Slde JI> )3 diwgy Wlic g ygi> Ol yd &S Jilse ORI |) nguad 9 el Syoio

Mina Hassani (b. 1976) is an interdisciplinary artist whose work employs alternative and analog photographic
processes and hand printing, and intervenes in archival images, to explore the unstable relationship between
image and memory. Most of her work centers on the concept of the “trace,” and regards the image as a site in
which presence and absence are continually in negotiation. Her academic background is in Persian language and
literature, and for this reason her projects often take shape in dialogue with literature.
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Etienne Jules Marey, the French scientist and physiologist, was a pioneer in the
study and recording of movement through photography. In this work, frames
from his motion study of “punching” arc detached from their original scientific
context and placed over a lithographic edition of Saadi’s Bustan, Chapter One,
“On the Conduct of Kings.” In the background lies another of Marey’s images, a
motion study of “jumping.” 1 have looped these jumps, which unfold within a
narrow span, to create an impression of continuity: the continuity of the effort to
leap and break free of obstacles, and the continuity of despair.

The fist is a gesture that, in the history of the body, has carried the weight of
power, violence, resistance, and the exertion of force. The sequence of Marey’s
fists, laid over the pages of “On the Conduct of Kings,” scts this gesture before a
text about power, a text that, through counsel and parable, warns the king against
the sigh of the oppressed. [ wanted one of these two systems of signs to prevail
over the other, and to show how the “fist” takes over the realm of language and
dialogue.
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Hengame Hosseini (b. 1987) is a visual artist and curator. She studied fine arts at the Berlin University of the Arts
(Institute for Art in Context). Her work examines the impact of images on individual and collective memory and
their role in shaping our perception of the world. Hengame’s works address themes such as memory, erasure,
and loss, and often explore the tension between presence and absence and how these states are represented in
images and layered narratives.




Operation Nasr
Part of Iran-Iraq War

Date

7
| ~ Susangerdy’
Location Deziul, southwest Iran - - P b s >

Result Decisive Iraqi victory

N
s lranian counter-attack fails.

* Iraqgis maintain the siege of Abadan,




Ahvaz, Angimes!
Susangerd as well as continuing to
siege the nearby Air Force Base

named Vahdati—all were receiving
artillery fire and were hit by Frog-7

missiles

Belligerents

e Iragq

— FAN

Commndori and leaders

Colonel Mahmoud Shukr == Abclhassan Banisadr

Shahinl"!

" Unknown local
- commander

Strength

Three armored brigades
from the 6th and Sth
Armored divisions (T-
625) I ag well as T-72
tanks from the 10th
independent armored
brigade!®!

350 tanks in total¥!

" Three armored brigades
 from the 16th and 92nd

. Armored divisions (M60s
- and Chieftain tanks)

330 tanks in totall®

Casualtlos.and losses

45 tanks destroyed

50 APCs/IFVs destroyed
3 helicopters downed'®!
15 rocket artillery pieces
destroyed'®

44 killed (Iragi claim)
5]

Tank Chats #34 Chieftain | The Tank Museum

. 214 tanks

- destroyed/captured!”!

£ 100 APCs/IFVs

. destroyed/captured

| Some selt-propelled

. artillery destroyed

: Several Ah-1J Cobras
| downed

. Several fighter-bombers
‘ downed

- 141-300 killed (Iranian
. claim)

. Heavy casualties (Iraqi
 claim)

Table 1. Data from the literature indicating the presence of lions in Iran during modern

times. Adopted after Schnitzler (2011).

Locality

Dasht-g Arjan (Fars)
Kamfirouz (Fars)
Ramhormoz (Khuzestan)
Kuh-e Asemari (Khuzestan)
Shushtar (Khuzestan)
Susa (Khuzestan)
Kotal-e Pirzan (Fars)
Shiraz (Fars)

Karun river (Khuzestan)
Dasht-e Arjan (Fars)
Nowbandegan (Fars)
Dasht-¢ Arjan (Fars)
Kamfirouz (Fars)

Susa (Khuzestan)
Kazerun (Fars)

Ahwaz road (Khuzestan)
Sannyat (Fars)

Posht-e Kuh (Fars)
Khark valley (Khuzestan)
Karun river (Khuzestan)
South of Shiraz (Fars)
South of Persia

Dezful (Khuzestan)
Dezful (Khuzestan)
Northwest Dezful
Northwest Dezful

Dez valley

* SDM = Species distribution models. Data points that were used to train the SDM.

Date

1320s
1320s
1841
1841
1841
1850
1867
1870
1875
1876
1883
Late 1800
Late 1800
1897
1900
1908
1916
1917
1918-19
1940s
1923
1928
1929
1932
1942
1943
1957

Reference SDM*

Mostofi 1983 +
Mostofi 1983
Kinnear 1920
Kinnear 1920
Joslin 1986
Kinnear 1920
Etemaad 1985
Guggisberg 1963
Etemaad 1985
Etemaad 1985
Fasaei 1993

Zell-e Soltan 1989
Zell-e Soltan 1989
Guggisberg 1963
Etemaad 1985
Schnitzler 2011
Schnitzler 2011
Schnitzler 2011
Schnitzler 2011
Firouz 2012
Guggisberg 1963
Schnitzler 2011
Guggisberg 1963
Etemaad 1985
Etemaad 1985
Etemaad 1985

de Planhol 2004

Remarks

Vague location

Currently Shush

Vague location
Unidentified location
Unidentified location
Probably Misspelled
Vague location

Vague location
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This research began with the news of the Persian lion’s return to Iran in 1398 (2019), after nearly eighty years of
extinction. As I looked at images of this lion, I kept thinking that for none of us, its spectators, is it the embodiment of a
real lion;it is something vague, tinged with nostalgia, a blurred image of a hero returned from the depths of the past.
The lion’s trace led to a place that was once the habitat of the Persian lion and later became the scene of one of the
largest tank battles of the Iran-Iraq War. The “Neutral Zone,” at the center of this atlas, is a geography where three
images of the “lion” meet: the Persian lion; the “Lions of Iran” (Shirha-ye Iran), the name of the tanks ordered for Iran
that appeared on both sides of the battlefield in the Iran-Iraq War; and the “lion-man” (shir-mard), an image of heroism
and manliness. From this point, the images spread out to either side of the atlas, and the farther they move from the
center, the further back in time they go. To the west, heroism is bound up with defense, resistance, war, and the
border;to the cast, with the body, spectacle, the gaze of spectators, memory, and loss.

[n this atlas, myth, photograph, document, news, muscum object, and the image of the hero sit side by side: images
that point both to what happened and to the way these events have been remembered. In the midst of this, the image
of the hero is also made and collapses: on the field, in the photograph, in the display case, in the monument, and in the
narrative.
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Nafisch Khavaran (b. 2002) is a photographer and multimedia artist who graduated in photography from the
University of Art. For her, observation is the core of the creative process. Her subjects arise from curiosity and
from searching the subtext of her surroundings, where overlooked details and natural forms take on new
meaning and identity.

[n her work, she discovers and records pre-existing textures and forms, pushing them to the edge of abstraction,
and specaks to her audience through visual perception. Her visual identity takes shape in the arrangement and
composition of images, where the boundary between reality and perception shifts in the viewer’s mind, and the
relationship between rupture and continuity is defined anew.
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The forms are a body, a living archive of time-bound suftering. Focusing on an organic fissure in the
heart of a stone, a form shaped by continuous erosion and the pressure of time, this series challenges
the boundary between the stubbornness and the vulnerability of being.

The stone has vielded to the constant pressure of time, yet this very erosion has produced a form that,
for all its delicacy, carries the trace of carlier violence and pressure. What at first appears to be a sign of
destruction gradually becomes a space for formation and continuation: a metaphor for exhaustion,
resistance, and transformation across time.

The presentation of this transformation in linecar layers is a kind of step-by-step dissection of a trauma.
Each frame, from the absolute darkness of negative space to the outer highlights, reveals a part of this
crosion and a fragment of an identity. The layers, independent in themselves, reconstruct the final
structure of suffering through their juxtaposition and overlap; a structure that is no longer merely a sign
of injury but has become an enduring form.

The Fissure is a parallel narrative of the history of an injury, a path showing how something new takes
shape from deep exhaustion: an identity built layer by layer, which endures not by erasing the wound but
by preserving its trace.
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Aida Rad (b. 2001) is a visual artist with a bachelor's degree in visual communication, working in the field of hand
printing. Her work grows out of a personal reading of the events around her and addresses the relationship
between individual experience, memory, and the collective. Her experience-driven approach to the medium of
print tests the expressive possibilitics of photography, printing, and a range of materials in cach project,
shaping the visual language of the work to suit its idea. In her work, printing is not merely a tool for reproducing
images but part of the concept of the work and of the process through which meaning takes shape.
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jahaz is a traditional wooden vessel and part of the secafaring heritage of
southern Iran. In the past it held a prominent place in sca-based trade,
carrying much of the commerce and maritime travel; but amid
contemporary industrial change, it has become a form run aground,
stuck in the mud.

[n this work, "jahaz" is not a documentary image of a scagoing vessel. It is
a suspended, unstable, wavering presence, slipping and oscillating
between waiting, hope, and loss.

The project grew out of the experience of looking at the southern sea
and its horizon, where the intensity of the heat disrupts the boundary
between reality and illusion and turns the jahaz into a mirage like
presence. This is a waiting that takes shape in the gaze toward the
horizon, in the suspension of arrival, and in the unceasing hope for
something to appear in the distance; a presence that is seen but never
reaches the shore.
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Saloumch Souzanchi (b. 1980) is a printmaker based in and working in Techran. In her work, she uses techniques
such as collagraphy, monotype, and monoprint, but she does not regard printing merely as a medium or a
means of reproduction. Moving away from the classical uses of the medium, she draws on its formal
possibilities, and especially its capacity for repetition, to express her ideas, so that the printing process itself
becomes part of the concept of the work.

Souzanchi’s work focuses on the human dimensions of material and contemporary life: on experiences that
take shape within everyday repetitions and gradually leave their mark on human memory, perception, and
feeling, forming their hidden layers. Concepts such as presence and absence, duration, and erosion run

through it. Her central concern is the complexity of the human psyche, not as an independent subject but in
relation to living and the continuity of experience.
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This work addresses the concept of “position” in the sense of rank and
status, and stresses its instability and decay. A position that is meant to be
credible and firm is worn down gradually, not by the passage of time but
by the way it is used and relied upon; it loses its credibility and finally
collapses. The choice of the chair as the central form returns to its duality:
an everyday object that, for all its simplicity, can be a symbol of power,
rank, and social position. Facing the chair, a monotyped image of the
same object on tracing paper is set in a wooden frame and placed as a
floor-standing stand. The viewer sits on the chair and gazes at the decayed
image of the chair: the decay of position is brought forward both in the
experience of the body and in the visual language of the work. It is a decay
that shows credibility and rank not as something lasting but as a
vulnerable and provisional condition.
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Nastaran Fotouhi (b. 1985) is a photographer and visual artist working with photography, video, sound, and text.
Her work explores how images shape our understanding of time and the past, and how their meanings change
through acts of remembering and reinterpretation.

She often begins with family albums, personal archives, and found photographs. Removed from their original
settings, these images take on new meanings, opening up different ways of reading the past. For Fotouhi, an
archive is not simply a record of what has been preserved; it is also shaped by what has been forgotten,
overlooked, or left untold.

Her work examines the emotional and visual connections that extend beyvond geographical boundaries,
individual identitics, and cultural differences, considering how images can reveal hidden layers of belonging,
loss, and the continuity of memory.
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This series takes shape from the backs of photographs, cach of which bears only a date. The
image, the people, and whatever event once stood within the frame are no longer visible; what
remains is a few numbers that once pointed, for someone, to a specific moment.

The date on the back of a photograph binds a moment to time and leaves a mark of it. But when
the image is separated from it, this mark too drifts away from its original memory. We no longer
know what happened on that day, who was present, or why that moment was recorded. Only
the date remains.

Placing these dates beside one another does not turn particular memories into a single
narrative. What repeats among them is not the memory itself but a way of recording it: writing
the date on the back of the image and entrusting part of a moment to something that can
outlast it.

Here, the dates are detached from the past to which they belonged and are seen again in the
present. They tell us nothing about those days; yet they leave a trace of the relationship that
pcople establish with the moment, the image, and time.
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Shaghayegh Kamyar (b. 1986) is an interdisciplinary artist and researcher. She holds a bachelor’s degree in set
design and a master’s degree in art rescarch. Her practice explores the relationship between the individual,
socicty, and the shared spaces of collective life. Questions of identity, the experience of living alongside others,
and the impact of social events on the body and collective memory are central to her work.

She works across a range of media, responding to the specific needs of cach project. Moving between
photography, games, performance, installation, and participatory practices, she secks to develop the form of
cach work in relation to its underlying ideas and social context.

Alongside her artistic practice, Kamyar also conducts research. Her current research focuses on the roots,
possibilities, and history of art in public space in Iran
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43 kilograms of ice takes shape through Felix Gonzalez-Torres’s “Untitled” (Portrait of Ross in L.A.),
cvoking the relationship between weight, loss, and viewer participation. The empty ice molds were
collected through an open call, inviting members of the public to contribute. Together, the molds
have a combined capacity equivalent to forty-three kilograms of ice—a material that is absent from
the work.

The open call is not merely a means of sourcing materials for the work; the act of participation itself
becomes part of its meaning. Objects gathered from different homes are brought together, serving
as reminders of our shared memory and embodying gestures of care and companionship
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Maryam Katan (b. 1988) is a filmmaker and artist based in Berlin and Tehran, working in animation, film,
expanded cinema (Expanded Animation), installation, and live audiovisual performance.

Her work focuses mainly on displacing and re-presenting meanings outside dominant discourses, exploring
alternative cognitive patterns, and decolonizing conventional systems of knowledge.

She studied animation directing at Tarbiat Modares University in Tehran and audiovisual arts at KASK (School of
Arts) in Belgium.

She is a founding member of the collective “Animation; Experience” (Animation: Tajrobeh), hosted by the New
Media Society of Tehran, and previously served as editor of the experimental section of Cinema Animation
magazine, published by the Documentary and Experimental Film Center.

Her rescarch focuses mainly on experimental animation, visual music, animated documentary, and alternative
modes of production and exhibition.




From the Owner

JULSSS Jluzws s9dn9 Dol
rs

4l

3elS (59) 03w pg0 slop)d
2o Sl

Lo basuo Luisyl 1w

1E-0



«-SFa iR EeEsAEEREN .
« S A AEsEFRfEEE AR EEEENAEAREN .
(LB B A BN RN NN EEENLSENENENENENENRNMNGSR;N-
da A E R E FEEFEAEREENFEREFEEEEERNREREDEDRD N

L

/A A3 FAFF A A EEEAREEE R AR EEE N

s fEa i a SRS s dEAEEAEEEESE

FEEeeaea

i i s daEfFE AR EEAEEEEER

[

isdENsimEeEERR N REEEEEE R EEE mAN

aEFsssvE IR RUEREEEDN
EsSasEsReEsE SO ERERENN

i

A AR BB R R EREREENERNEN

iR EEBES EERAAEENFEEREDN

s aSsyEEREREN

B A A R RN RN NENERENSESNSEHNHMNIHE.
I B BB E N BN NEENRESENNSNDSEN~NHN.]

EEEERTY
d e EREEb s

BN E S I EEE RN NN,

mEwP

e F S E eSS FEFEaEvTE A EESEeEEN

S FE@ESEST s EEREERSE AP EEEER

¥

[ ]

SsdhEEREI e sEAAEDE AR EAEEDS

aa s e aEemanmme

B N B B BN N NN K"
B E N R BB ENEENB§NN.

SRS YT AN EEERREREEARNEES
EFEEEFEFEEEEEREPEEEREE BT
' EE A BB EE BN ENENNENRE.
B R R B B E R EENEEBENENDSEN.]
S i s AP EESsENEESNEEEEDN
BEFFPAEE sSSP EEERAEEREEDN
L LE B B BB N ENEEREDESDEERNRNLSE.,
T AR R EE RN EEEEREOEE
S aEEEAEESTEAEEEEDEEBDA"T
BN AR E RN EENENENEDN R,
aeEESssREEARN

[ ]

" PR E S aeEe

BN N B NN E NN

»

-




S8 Syidne (S pgaad (saadl> 5l a4y g 03 3> 395 (gl i j 103)iwS (03)3 9 ))ST K31 53 dS 390 KT (S pglal plgicds Lol Hhyz sl slocawaiis jl 059y (il
BB 198 Hliznad g 63)S yauw glasio (Rid)d sladize) 9 Liran Wiganos (Huinosl «OlS Hlo Ju 3z Gb 45 Giwasd 1wl o Ol g9 3 Gizg «oisn (nl 3 Aiload
ol 035b Lol

WSy (93)S adgin b s ngaas silwly Lgild L8a0 .390 0 CausSHHHb 9 i Loyl Lelyil Guiieoul Hb) b g 390 laz ol slidl eS)> g calgy 51 Pooh I @apd S cgdng )
213 ES)Hm 43 %05 LIS @) 9 0)bigs Kilgie aS el < ilo) dunz > Hegi Ailoe LBL Al g 30 ZH 393 Hloj I ies]

A4S 00l 333 S U (Spgual Wpalge ()3 039JLLs g)laudl 28L8 .yl « J30slw Limasud [POON agd e yalb «(3)8] uo> dilS36S 1g0 (S9) Cmaiud (uad (93339 HUS )3
S 0 Olojpd wS)y> Jolre alad )b ol Lol 1aiS e S)> 3)lg 0)bg |y rdils (l (Giddies] S)> Ko sanole) wlwl 1 xgo H1S5 2513 )Ll H3 1) 30l o H))! < Bredds LSiomw
o> a5 02D ($3lgs JSu 1 0339 H1)ST Gige b g pdaw

D950 )1 (5)laidl g limo (sl mlio 0)bg sy H@ 55 HadD 3deTb b Jads> slesil Y5 )5 JSKIS ( Slo) slo Cuusg (nl Hleo Hguc o

This project begins with mainstream animation characters as images that, through repetition and wide circulation, have been detached from their original
context and have become part of a shared visual memory. Here, Winnie the Pooh has been chosen: a character who, over several generations, has traveled
between books, animation, consumer products, and different cultural contexts, and who remains instantly recognizable.

In the video, a single frame of Pooh is separated from its familiar narrative and movement, and is repeatedly broken down and recombined in the language of
abstract animation. The aim is not only to deconstruct the image; by halting the movement, the animation steps out of its own time, and what remains is a kind
of “temporal corpse” that can be set in motion again, in a different form.

Alongside the video, the same character appears on a children’s stamp reading “Sad Afarin” (a hundred bravos). Pooh, a good-natured, absent-minded
character without authority, becomes in this image-migration someone who holds the subjecthood of encouragement, evaluation, and approval. The repetition
of the stamp, following the timing of an animated movement, sets this shift in motion once more; but this time all the phases of the movement are present at
once on a single surface, with the repeating identity of an institutionalized form of praise.

[n passing through these temporal states, the character, in the course of being frozen, preserved, or reproduced, takes on a new role, meaning, and authority in
cach context.
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Diana Moslemi (b. 2000) is an interdisciplinary artist who holds a degree in political science and is a
master’s student in dramatic literature. She works in filmmaking, analog photography, and alternative
printing.

Her work begins from the encounter of form with the political: the point at which a text, structure, or image
moves away fromiits historical context and becomes an independent sign.

In her work, photography and printing processes are part of the idea itself. By moving forms between
different media, she follows the path of their transformation. What her work pursues is the moment when
image and material break away from symbolic narrative and become part of a semiotic performance.
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During the catastrophe, the window was the only proviso left through which I could connect with the outside world. The camera and the tape were a shield and a
mediator, helping me cross the gap between the duality of a safe interior and an unsafe exterior.

The changing form of the tape, as the only constant element in the sequence of frames, is the proposition that this narrative seeks to discover or to enter into
dialogue with.

In the end, this series is a report that, in the course of recording, gradually loses its continuity and its possibility of appearing; a narrative that finally results in a
trace. A trace of what I would like to call “the experience of being beside the window.”
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Sahar Nahavandi (b. 1981) is an interdisciplinary artist who graduated in Visual Communication from
Islamic Azad University, Central Tehran Branch. After working in painting for many years, she has focused
primarily on drawing in recent years and has also developed several performance works. Her practice
revolves around personal concerns, including the experience of motherhood, and is predominantly
figurative.

In recent years, her relationship with nature, particularly with birds, has become a central focus of her
work
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This scrics takes shape from the gesture of the Picta. My focus is
on the form of the hands, as they convey much of the emotional
state and the relationship between bodies. By removing and
simplifying other clements, 1 have sought to detach the gesture
from its historical and religious narrative and transform it into an
autonomous form-—one that retains traces of the visual memory
of the past while taking on a new shape in the language and
context of the present.
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Zahra Yazdaninia (b. 1986) is a visual artist. She graduated in painting from Soore University of Art in Tehran.
Her artistic practice began with painting and has expanded to experimental photography, analog
photography, alternative printing, experimental video, artist’'s books, and installation. Her working process
rests on analog photography, process-based printing, and the gathering and rearrangement of images and
collage, an approach that allows multilayered narratives to take shape between reality, memory, and
imagination.

She has presented her work in the solo exhibitions Territory (Aran Plus Gallery, Tehran), Forbidden Lands
(Homa Gallery, Tehran), and Headless Eye (Latitude Gallery, Delhi), and in the two-person exhibition Toy
(Shemiss Gallery, Tehran). Her first artist's book, Headless Eye, was self-published in 1405 (2026). In 2021,
for the initial prototype of this project, she received a Special Recognition in Theatre Photography from the
Alkazi Foundation in Delhi. She is a co-founder of the art collective Maize in Delhi, an independent space
focused on analog photography, alternative printing methods, publishing, education, and artist residency
programs. Her works and projects have been exhibited in Iran, India, Belgium, Armenia, Turkey, and
Canada.
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“Rood” (River) takes shape from a combination of photographs of the river’s
course and the Karkheh Dam, and photographs of bodies and hands making
the sign of victory. These images were drawn by hand on transparent film, and
the drawn film was used as a negative in the cyanotype printing process.

The image is a depiction of flow and continuity: a flow like a river that sometimes
disappears from the surface of the earth, may continue underground, and
appears again somewhere else.

The victory signs, raised into the air by different hands in different situations, are
joined in this image like countless paths. The lincar drawings have made the
photographs of the people more alike and more uniform, like a map of a
geography seen from above, whose various paths finally meet.







	Inherited Memory is an ongoing research project held annually in an independent space, with the participation of a group of artists.
	In its first edition, the project examined the persistence and transformation of visual patterns within cultural memory, and brought together a selection of works, each engaging with collective memory from a different perspective.
	Jan Assmann distinguishes between communicative memory, which is limited to the span of generations, and cultural memory. Cultural memory is fixed in externalized forms such as image, ritual, and text, and outlasts the generation that produced it. The project works at this second level. By “inherited” we likewise mean cultural inheritance: what reaches us without our choosing, yet whose acceptance, rejection, or transformation rests with us. In Specters of Marx, Derrida says that inheritance is never a given; it is always a task. If we understand this project as a “task,” a kind of work done on an inheritance of images, we will have come close to its intent.
	“Inherited Memory” begins from the premise that some images live on beyond the time and place of their production. They reappear in different historical periods, media, and cultural contexts, and each time they acquire a new meaning. Some of these images, in the process of transmission and repetition, settle into cultural memory, so that encountering them can arouse in the viewer many layers of historical, social, political, and emotional experience. From this perspective, the image does not belong to the past alone; it remains in cultural memory and, in each reappearance or “afterlife,” activates the past in the present.
	The project draws on the ideas of Aby Warburg, especially the Bilderatlas Mnemosyne (Mnemosyne Atlas), but does not intend to reconstruct it. In this atlas, Warburg placed images from different periods and cultures side by side, disregarding historical sequence and relying on similarities, tensions, and hidden relations, in order to reveal the paths of their survival (Nachleben), displacement, and transformation, and to show how emotional gestures, or Pathosformeln, pass from one period to another and return each time in a new context. In this view, the juxtaposition of images and their relation to one another produce meaning. This approach provides the basis, in this project, for re-reading certain corners of Iranian visual memory.
	On this basis, a group of artists was invited to choose, in light of their intellectual world and artistic practice, a gesture or image that carries cultural memory: a form that has been repeated and has endured, and that can be re-created in a new way within each artist’s personal language.
	The works produced in this project are each an independent reading of a single model; yet side by side, like a page of an atlas, they bring into being a network of relations. “Inherited Memory” invites the viewer to confront the question of how images find meaning alongside one another, what relations can be discovered among them, and to what extent these relations exist in the juxtaposition of the images themselves and to what extent they take shape in the viewer’s gaze and association.
	Javad Ebrahiminejad (b. 1993) is a multimedia artist, filmmaker, and film researcher. During his university years, he focused on the performing arts (theatre and performance), video art, and photography as instruments of personal and artistic expression, producing experimental, multimedia works at the border between cinema, the visual arts, and performance. After university, he pursued other layers of the moving image, including editing, color grading, and above all the restoration and recovery of archival films and research in the field of cinema, as part of his artistic life. Focusing on the history of the image and of cinema, he makes video essays. His artistic concerns generally take shape around the archive, visual memory, and the critical re-reading of history.
	The Interrogation emerges from the first moving images ever recorded in Iran, filmed in the summer of 1900. In this footage, Mozaffar ad-Din Shah Qajar and his entourage look straight into the camera, their gaze fixed and direct. Interrogation is a summoning and a beholding of these “fixed gazes” from the zero point of moving-image history in Iran: the gaze of those who stare back at us, who, across the span of many years, are the ones we now look at.
	The images are shown as a black-and-white video, preserving their archival qualities. In places the footage is slowed, and at certain moments it moves closer to the faces, emphasizing the gazes and the forms of the faces.
	The video is projected onto a fabric surface, one that is unstable and fragile, a surface that is blemished, torn, or deteriorated and cannot hold the image intact.
	Mahshid Afzali (b. 1993) is an artist and filmmaker working across video art, filmmaking, photography, and installation art. In her practice, personal and visual archives serve as a starting point for engaging with memory, collective memory, history, and our relationship with the image. She graduated in scenic design from the University of Tehran, and in recent years, alongside photography and filmmaking, she has worked in film editing, color grading, and film restoration, and has also gained experience with handmade and alternative printing processes.
	Surge emerged from a personal archival footage of a night in Tehran when people poured into the streets after Iran’s national football team qualified for the 2006 World Cup. Twenty years on, I noticed that in these images, the way bodies stand, move, raise their hands, climb on cars, and gather beside one another in the street takes on a familiar, recurring form across different narratives.
	In this video, I combine a single image with four narratives from different times and situations. Three are drawn from literary and historical texts about people’s presence in the street and the city, and the fourth is a personal memory of that same night. As the narrative changes, the image drifts from its original meaning, and the forms of collective presence, the gestures and actions, take on other meanings.
	Hamed Jabberha (b. 1984) is an interdisciplinary artist whose work is rooted in experimentation with photography. His practice mostly takes the form of video art, books, and sculpture, centered on the image and the archive, and presented as installations, artist’s books, and volumetric works. “Concept” and “time” are of greatest importance in his work, and in recent years his ideas have often been shaped by wandering through historical and political subjects. In making his work, Hamed is drawn to natural, time-bound, and perishable materials. With a critical yet poetic approach, and inspired by natural phenomena, historical narratives, and socio-political currents, his works engage with forms and concepts such as erosion and decay, gravity, and even experimental studies of fungal growth, as metaphors for a system of destruction and renewal.
	The word Khaos (Chaos) comes from ancient Greek and carries several meanings. In one sense, it refers to the primordial disorder of the world and its boundless darkness; in another, it signifies “distance” and “formlessness,” a threshold between being and non-being. In a later reflection, Khaos is depicted as a form with eight asymmetrical arms, evoking a condition in which the boundaries between form and formlessness, order and disorder, being and non-being are constantly shifting, and pointing to complexity and uncertainty in the understanding of truth. Here, “Khaos” is less a name for disorder than the name of a condition that has not yet submitted to a definitive definition. Structures are collapsing, and circumstances are complex, inexplicable, and difficult.
	This installation consists of a video and a photograph arranged around a book titled The Book of Job. A book of lamentations inspired by the Book of Job, its pages are made from black garbage bags, a metaphor for the darkness and impermanence of the present condition. The book comprises twenty-seven pages and twenty-three chapters. Each chapter refers to images from our collective memory and addresses one of the events of these past few months, printed on thermal paper in various sizes. Because thermal paper is sensitive to conditions and heat, the images printed on it gradually fade over time, and it also retains the fingerprints of the viewer from the moment of touch, for an indeterminate period.
	Toktam Hajibeglou (b. 1983) is a visual artist working in printmaking. She trained at the Soureh Art High School and holds a degree in painting from Soureh University of Tehran.
	In recent years she has focused her practice on printmaking, particularly lithography (Kitchen Lithography). She draws on the layered structure and the possibilities of printmaking techniques to merge scattered elements into a coherent image. In her work, the portrait and the body, bound up with lived experience, serve both as subject matter and as part of the process through which the work takes shape.
	She has taken part in numerous group exhibitions and, alongside her professional practice, teaches courses and workshops in this field
	Until It Leaves a Trace grows out of the unstable sense of being, and out of an encounter with the concept of “nothingness.” It is an experience in which the feeling of existing is shaken by crisis, anxiety, insecurity, the denial of recognition, and repeated confrontations with death. Under such conditions, the effort to reclaim and prove one’s presence becomes part of everyday life.
	The fingerprint, as the direct trace of the body’s contact with a surface, becomes in this work a sign of the body’s presence. The repetition of these traces continues as an ongoing attempt to say “I am” in the face of external crises, and gradually grows worn and faint, until it can no longer prove presence with certainty.
	The work is made in kitchen lithography and presented in an accordion structure, a form whose successive openings and compressions mirror the instability of the condition. Its consecutive sections hold the passing of time, in both everyday sequences and longer duration, and create a rhythm of change, repetition, and rupture. This structure reflects a world that is no longer unified or dependable, and whose stability is continually shifting.
	Mina Hassani (b. 1976) is an interdisciplinary artist whose work employs alternative and analog photographic processes and hand printing, and intervenes in archival images, to explore the unstable relationship between image and memory. Most of her work centers on the concept of the “trace,” and regards the image as a site in which presence and absence are continually in negotiation. Her academic background is in Persian language and literature, and for this reason her projects often take shape in dialogue with literature.
	Étienne-Jules Marey, the French scientist and physiologist, was a pioneer in the study and recording of movement through photography. In this work, frames from his motion study of “punching” are detached from their original scientific context and placed over a lithographic edition of Saadi’s Bustan, Chapter One, “On the Conduct of Kings.” In the background lies another of Marey’s images, a motion study of “jumping.” I have looped these jumps, which unfold within a narrow span, to create an impression of continuity: the continuity of the effort to leap and break free of obstacles, and the continuity of despair.
	The fist is a gesture that, in the history of the body, has carried the weight of power, violence, resistance, and the exertion of force. The sequence of Marey’s fists, laid over the pages of “On the Conduct of Kings,” sets this gesture before a text about power, a text that, through counsel and parable, warns the king against the sigh of the oppressed. I wanted one of these two systems of signs to prevail over the other, and to show how the “fist” takes over the realm of language and dialogue.
	Hengame Hosseini (b. 1987) is a visual artist and curator. She studied fine arts at the Berlin University of the Arts (Institute for Art in Context). Her work examines the impact of images on individual and collective memory and their role in shaping our perception of the world. Hengame’s works address themes such as memory, erasure, and loss, and often explore the tension between presence and absence and how these states are represented in images and layered narratives.
	This research began with the news of the Persian lion’s return to Iran in 1398 (2019), after nearly eighty years of extinction. As I looked at images of this lion, I kept thinking that for none of us, its spectators, is it the embodiment of a real lion; it is something vague, tinged with nostalgia, a blurred image of a hero returned from the depths of the past.
	The lion’s trace led to a place that was once the habitat of the Persian lion and later became the scene of one of the largest tank battles of the Iran-Iraq War. The “Neutral Zone,” at the center of this atlas, is a geography where three images of the “lion” meet: the Persian lion; the “Lions of Iran” (Shirhā-ye Irān), the name of the tanks ordered for Iran that appeared on both sides of the battlefield in the Iran-Iraq War; and the “lion-man” (shir-mard), an image of heroism and manliness. From this point, the images spread out to either side of the atlas, and the farther they move from the center, the further back in time they go. To the west, heroism is bound up with defense, resistance, war, and the border; to the east, with the body, spectacle, the gaze of spectators, memory, and loss.
	In this atlas, myth, photograph, document, news, museum object, and the image of the hero sit side by side: images that point both to what happened and to the way these events have been remembered. In the midst of this, the image of the hero is also made and collapses: on the field, in the photograph, in the display case, in the monument, and in the narrative.
	Nafiseh Khavaran (b. 2002) is a photographer and multimedia artist who graduated in photography from the University of Art. For her, observation is the core of the creative process. Her subjects arise from curiosity and from searching the subtext of her surroundings, where overlooked details and natural forms take on new meaning and identity.
	In her work, she discovers and records pre-existing textures and forms, pushing them to the edge of abstraction, and speaks to her audience through visual perception. Her visual identity takes shape in the arrangement and composition of images, where the boundary between reality and perception shifts in the viewer’s mind, and the relationship between rupture and continuity is defined anew.
	The forms are a body, a living archive of time-bound suffering. Focusing on an organic fissure in the heart of a stone, a form shaped by continuous erosion and the pressure of time, this series challenges the boundary between the stubbornness and the vulnerability of being.
	The stone has yielded to the constant pressure of time, yet this very erosion has produced a form that, for all its delicacy, carries the trace of earlier violence and pressure. What at first appears to be a sign of destruction gradually becomes a space for formation and continuation: a metaphor for exhaustion, resistance, and transformation across time.
	The presentation of this transformation in linear layers is a kind of step-by-step dissection of a trauma. Each frame, from the absolute darkness of negative space to the outer highlights, reveals a part of this erosion and a fragment of an identity. The layers, independent in themselves, reconstruct the final structure of suffering through their juxtaposition and overlap; a structure that is no longer merely a sign of injury but has become an enduring form.
	The Fissure is a parallel narrative of the history of an injury, a path showing how something new takes shape from deep exhaustion: an identity built layer by layer, which endures not by erasing the wound but by preserving its trace.
	Aida Rad (b. 2001) is a visual artist with a bachelor's degree in visual communication, working in the field of hand printing. Her work grows out of a personal reading of the events around her and addresses the relationship between individual experience, memory, and the collective. Her experience-driven approach to the medium of print tests the expressive possibilities of photography, printing, and a range of materials in each project, shaping the visual language of the work to suit its idea. In her work, printing is not merely a tool for reproducing images but part of the concept of the work and of the process through which meaning takes shape.
	jahāz is a traditional wooden vessel and part of the seafaring heritage of southern Iran. In the past it held a prominent place in sea-based trade, carrying much of the commerce and maritime travel; but amid contemporary industrial change, it has become a form run aground, stuck in the mud.
	In this work, "jahāz" is not a documentary image of a seagoing vessel. It is a suspended, unstable, wavering presence, slipping and oscillating between waiting, hope, and loss.
	The project grew out of the experience of looking at the southern sea and its horizon, where the intensity of the heat disrupts the boundary between reality and illusion and turns the jahāz into a mirage-like presence. This is a waiting that takes shape in the gaze toward the horizon, in the suspension of arrival, and in the unceasing hope for something to appear in the distance; a presence that is seen but never reaches the shore.
	Saloumeh Souzanchi (b. 1980) is a printmaker based in and working in Tehran. In her work, she uses techniques such as collagraphy, monotype, and monoprint, but she does not regard printing merely as a medium or a means of reproduction. Moving away from the classical uses of the medium, she draws on its formal possibilities, and especially its capacity for repetition, to express her ideas, so that the printing process itself becomes part of the concept of the work.
	Souzanchi’s work focuses on the human dimensions of material and contemporary life: on experiences that take shape within everyday repetitions and gradually leave their mark on human memory, perception, and feeling, forming their hidden layers. Concepts such as presence and absence, duration, and erosion run through it. Her central concern is the complexity of the human psyche, not as an independent subject but in relation to living and the continuity of experience.
	This work addresses the concept of “position”  in the sense of rank and status, and stresses its instability and decay. A position that is meant to be credible and firm is worn down gradually, not by the passage of time but by the way it is used and relied upon; it loses its credibility and finally collapses. The choice of the chair as the central form returns to its duality: an everyday object that, for all its simplicity, can be a symbol of power, rank, and social position. Facing the chair, a monotyped image of the same object on tracing paper is set in a wooden frame and placed as a floor-standing stand. The viewer sits on the chair and gazes at the decayed image of the chair: the decay of position is brought forward both in the experience of the body and in the visual language of the work. It is a decay that shows credibility and rank not as something lasting but as a vulnerable and provisional condition.
	Nastaran Fotouhi (b. 1985) is a photographer and visual artist working with photography, video, sound, and text. Her work explores how images shape our understanding of time and the past, and how their meanings change through acts of remembering and reinterpretation.
	She often begins with family albums, personal archives, and found photographs. Removed from their original settings, these images take on new meanings, opening up different ways of reading the past. For Fotouhi, an archive is not simply a record of what has been preserved; it is also shaped by what has been forgotten, overlooked, or left untold.
	Her work examines the emotional and visual connections that extend beyond geographical boundaries, individual identities, and cultural differences, considering how images can reveal hidden layers of belonging, loss, and the continuity of memory.
	This series takes shape from the backs of photographs, each of which bears only a date. The image, the people, and whatever event once stood within the frame are no longer visible; what remains is a few numbers that once pointed, for someone, to a specific moment.
	The date on the back of a photograph binds a moment to time and leaves a mark of it. But when the image is separated from it, this mark too drifts away from its original memory. We no longer know what happened on that day, who was present, or why that moment was recorded. Only the date remains.
	Placing these dates beside one another does not turn particular memories into a single narrative. What repeats among them is not the memory itself but a way of recording it: writing the date on the back of the image and entrusting part of a moment to something that can outlast it.
	Here, the dates are detached from the past to which they belonged and are seen again in the present. They tell us nothing about those days; yet they leave a trace of the relationship that people establish with the moment, the image, and time.
	Shaghayegh Kamyar (b. 1986) is an interdisciplinary artist and researcher. She holds a bachelor’s degree in set design and a master’s degree in art research. Her practice explores the relationship between the individual, society, and the shared spaces of collective life. Questions of identity, the experience of living alongside others, and the impact of social events on the body and collective memory are central to her work.
	She works across a range of media, responding to the specific needs of each project. Moving between photography, games, performance, installation, and participatory practices, she seeks to develop the form of each work in relation to its underlying ideas and social context.
	Alongside her artistic practice, Kamyar also conducts research. Her current research focuses on the roots, possibilities, and history of art in public space in Iran
	43 kilograms of ice takes shape through Felix Gonzalez-Torres’s “Untitled” (Portrait of Ross in L.A.), evoking the relationship between weight, loss, and viewer participation. The empty ice molds were collected through an open call, inviting members of the public to contribute. Together, the molds have a combined capacity equivalent to forty-three kilograms of ice—a material that is absent from the work.
	The open call is not merely a means of sourcing materials for the work; the act of participation itself becomes part of its meaning. Objects gathered from different homes are brought together, serving as reminders of our shared memory and embodying gestures of care and companionship
	This project begins with mainstream animation characters as images that, through repetition and wide circulation, have been detached from their original context and have become part of a shared visual memory. Here, Winnie the Pooh has been chosen: a character who, over several generations, has traveled between books, animation, consumer products, and different cultural contexts, and who remains instantly recognizable.
	In the video, a single frame of Pooh is separated from its familiar narrative and movement, and is repeatedly broken down and recombined in the language of abstract animation. The aim is not only to deconstruct the image; by halting the movement, the animation steps out of its own time, and what remains is a kind of “temporal corpse” that can be set in motion again, in a different form.
	Alongside the video, the same character appears on a children’s stamp reading “Sad Afarin” (a hundred bravos). Pooh, a good-natured, absent-minded character without authority, becomes in this image-migration someone who holds the subjecthood of encouragement, evaluation, and approval. The repetition of the stamp, following the timing of an animated movement, sets this shift in motion once more; but this time all the phases of the movement are present at once on a single surface, with the repeating identity of an institutionalized form of praise.
	In passing through these temporal states, the character, in the course of being frozen, preserved, or reproduced, takes on a new role, meaning, and authority in each context.
	Diana Moslemi (b. 2000) is an interdisciplinary artist who holds a degree in political science and is a master’s student in dramatic literature. She works in filmmaking, analog photography, and alternative printing.
	Her work begins from the encounter of form with the political: the point at which a text, structure, or image moves away from its historical context and becomes an independent sign.
	In her work, photography and printing processes are part of the idea itself. By moving forms between different media, she follows the path of their transformation. What her work pursues is the moment when image and material break away from symbolic narrative and become part of a semiotic performance.
	During the catastrophe, the window was the only proviso left through which I could connect with the outside world. The camera and the tape were a shield and a mediator, helping me cross the gap between the duality of a safe interior and an unsafe exterior.
	The changing form of the tape, as the only constant element in the sequence of frames, is the proposition that this narrative seeks to discover or to enter into dialogue with.
	In the end, this series is a report that, in the course of recording, gradually loses its continuity and its possibility of appearing; a narrative that finally results in a trace. A trace of what I would like to call “the experience of being beside the window.”
	Sahar Nahavandi (b. 1981) is an interdisciplinary artist who graduated in Visual Communication from Islamic Azad University, Central Tehran Branch. After working in painting for many years, she has focused primarily on drawing in recent years and has also developed several performance works. Her practice revolves around personal concerns, including the experience of motherhood, and is predominantly figurative.
	In recent years, her relationship with nature, particularly with birds, has become a central focus of her work
	This series takes shape from the gesture of the Pietà. My focus is on the form of the hands, as they convey much of the emotional state and the relationship between bodies. By removing and simplifying other elements, I have sought to detach the gesture from its historical and religious narrative and transform it into an autonomous form—one that retains traces of the visual memory of the past while taking on a new shape in the language and context of the present.
	Zahra Yazdaninia (b.  1986) is a visual artist. She graduated in painting from Soore University of Art in Tehran. Her artistic practice began with painting and has expanded to experimental photography, analog photography, alternative printing, experimental video, artist’s books, and installation. Her working process rests on analog photography, process-based printing, and the gathering and rearrangement of images and collage, an approach that allows multilayered narratives to take shape between reality, memory, and imagination.
	She has presented her work in the solo exhibitions Territory (Aran Plus Gallery, Tehran), Forbidden Lands (Homa Gallery, Tehran), and Headless Eye (Latitude Gallery, Delhi), and in the two-person exhibition Toy (Shemiss Gallery, Tehran). Her first artist’s book, Headless Eye, was self-published in 1405 (2026). In 2021, for the initial prototype of this project, she received a Special Recognition in Theatre Photography from the Alkazi Foundation in Delhi. She is a co-founder of the art collective Maize in Delhi, an independent space focused on analog photography, alternative printing methods, publishing, education, and artist residency programs. Her works and projects have been exhibited in Iran, India, Belgium, Armenia, Turkey, and Canada.
	“Rood” (River) takes shape from a combination of photographs of the river’s course and the Karkheh Dam, and photographs of bodies and hands making the sign of victory. These images were drawn by hand on transparent film, and the drawn film was used as a negative in the cyanotype printing process.
	The image is a depiction of flow and continuity: a flow like a river that sometimes disappears from the surface of the earth, may continue underground, and appears again somewhere else.
	The victory signs, raised into the air by different hands in different situations, are joined in this image like countless paths. The linear drawings have made the photographs of the people more alike and more uniform, like a map of a geography seen from above, whose various paths finally meet.

