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There are few reasons that might lead an artist to decide to cover a painting.
Protecting a painting from war, crisis, and the destruction they bring is an attempt
to preserve a preordained beauty whose physical survival, owing to the work's
vulnerability, has itself become a source of anxiety. Before a painting can mean, it
must first exist. Before assigning it to viewpoints that attribute to it a role beyond
itself, one must first acknowledge its material objecthood, and only then move
beyond its physical surface.

When the process of protection itself is put on display —when the shrouded body
of the painting is presented to the viewer—it becomes an intervention, however
temporary or fleeting. This intervention conceals painting's act of making visible,
and while remaining indifferent to the image enclosed within, it brings the
concealed work into relation with the outside world, drawing it toward collective
memory and new historical associations. At this point, the issue is no longer
merely one of concealment and preservation. The result is a transformed visual
landscape: new and autonomous forms, and muted, ambiguous images that
emerge through the interaction of the surrounding space with the texture of the
fabric, mass, and light.

This intervention not only transforms the image of the hidden painting, but also
reveals qualities that previously remained unseen. It creates new conditions for
seeing and experiencing. The concealment of the painted image alters the very
way it is perceived in relation to its environment. A painting ordinarily maintains a
particular distance from lived reality; yet when we are compelled to wrap it in
layers of fabric to ensure its safety, we deprive it of a distance that properly
belongs to the painting itself, turning it into something else. The paradox lies in the
fact that although the painting's surface and image are imprisoned beneath its
covering, the covered work itself becomes the subject of a new form of
representation.

When these works, enclosed within their coverings, leave the artist's studio and
are displayed on their own in a space that has itself been scarred by war, we
encounter mysterious, elusive, and evocative volumes. They continually compel
us to imagine what they conceal, while simultaneously evoking a quiet sorrow and
a profound sense of solitude. The pervasive mystery of these works repeatedly
confronts the viewer with the question of what lies hidden beneath these forms.
Figures, lines, shapes, colours, and the luminous, seductive promises of painting
all disappear behind the veil—a veil through which the viewer nevertheless
senses the presence of countless possible subjects: portraits, landscapes,
emotions, life, and death.

Siavash Khaef Summer 2026



This is a painting Exhibition.

During the turbulent days of the 2026 Iran war, many of my friends left Tehran,
while others left the country altogether. The circumstances transformed the way
we perceived the world around us. Death seemed to cast its shadow over
everyday life, and at any moment it felt possible that a missile might arrive and
bring everything to an abrupt end. For many, that possibility became reality.
Things we had always assumed would remain intact suddenly revealed their
fragility. Museums, galleries, and artists' studios were suddenly exposed to the
same vulnerability. Didar Gallery was one of them.

Thanks to my professional activities in the field of art, | have come to have many
artists as my friends. One of them is the Tabriz-born painter Jahanshir. As the war
intensified, Jahanshir and two fellow painters decided to leave Tehran and return
to their family homes in Tabriz. They arrived carrying canvases, some of them
untouched, some unfinished.

Throughout those days, one question repeatedly surfaced in our phone
conversations:"What about the completed paintings still in your studio?"
Jahanshir's answer was always the same:"Don't worry."

After the ceasefire, when he returned to Tehran, | visited him in his studio on
Valiasr Street. Only then did | understand what he had meant. Every painting had
been wrapped in thick layers of felt, so completely covered that one almost
hesitated to touch them, let alone uncover them. It was as though every trace of
beauty and every brushstroke had been created beneath those protective layers.
Over the past year, our conversations mainly revolved around organizing
Jahanshir's first solo exhibition. Then we learned that Didar Gallery itself had
suffered significant damage during the war. Part of the ceiling had collapsed, and
cracks had spread across the gallery walls. We set about creating the framework
for the exhibition. But standing before those felt-covered paintings, another
question emerged. Were the paintings themselves still the true subject of the
exhibition? Or had the felt—concealing and protecting them—become a more
powerful image? In those days, safeguarding vulnerability seemed more urgent
than revealing beauty. We needed to protect what remained fragile in order to
help beauty survive. And what better setting to show that vulnerability in than a
space that had itself been wounded?

This exhibition is an attempt to share that experience. Taking the form of a
painting exhibition accompanied by an installation, everything initially appears to
follow the familiar conventions of exhibiting paintings: the distance between the
works, the space that allows each painting to breathe, the standard hanging
height, and the careful lighting intended to reveal each work at its best. Yet all of
that beauty remains hidden beneath layers of felt—not to provoke curiosity or
encourage viewers to look beneath the surface, but to make the experience of
protection itself visible.

Beauty, in itself, has always offered enough reason for contemplation. Today,
however, the act of protecting beauty has become an experience of
equal—perhaps even greater—significance.

Parsa Farsha July 2026



Solo Exhibition “Didar with Jahanshir‘
Curatorial Practices
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