


To the photographer of destruction and injustice, Maryam Ashrafi
That you may know why all who silence keep
are in this manner dressed in black attire

Nizami, Haft Peikar (Seven Beauties). trans. C. E. Wilson (London 1924) ‘;“ ] .l -
ol maye 997 9 2R9 07 S
I PERWIRRNCEIEE ) o gl 65 oS Jasl

Sorcin ol




SyeedS b
c._z&ltg__/

VYA oloyge V¢ szl
blan AB Y rasbudl celw
:a005b oleles
allan AL ¥ laase>
sedsjlons VB ) el 51500 (slass)
(ol Jebass )] slachon oas)
ol seoia
(s s3y9) 0 S oS3l x5S el Joss UL>
FEV-YAYO 15l

AARAN PROJVECVTS

u,,f

o os Sy (oS SEL g3 Sy 8 e a3
?A\....A\ S\o sa\g> TG RS gz
S R xSe\y

(GO Grnn Sgors (GAST AL o) «g! ol
(Yoo A digm) B> 59905 S50



o b b sl BB slopsl sl sl vl 2 S
okl S (S BT “'-"L“’ ey S o2 90
3 s ol sl ayd ol 5 5l i T (el BB S o
.ol (a5, OSGep alex 51 easlapol

£55 dni s (Sobil sl s P 0357 3L Jb gaile; 2l 5
il ss potie o055 bl anes (al o el e 5Hogz s
ol 1y prealse S 3¢ 1, 395 iy embebigle) 5 Syl s
S ) oetlS sla e 3l ot S 5 €8 2 Sl il 923
o ol b g JpiciaJs ol o) ol lein S (slosS
swewvﬁww| .mawog&@&;w\u\§5
aay 5l (53, ey RIS Oles 8 welrd 7 2 5o
gbjxu@)&ﬁqalﬁ;\g\ .o.)}Lcl.?AngwL;dJééb)ééf
5l el il 236005 il ol &5 2le )58 S 59551 5
e S (5310l ] (pogat (S5 9 5l & S )b,
LS oo ol o (5295 & Sy50sn 5 0085 o lainl 500 4 5l
Syl o 35 5 ) ol DI Gl gy 5, 45 ) ol e
] B3en ol el Lo Oley Dllae Sl a5 el wislgs ol
olas (555 S L 5 [l sl A fragMENEaTION 5 &5 (glas gz
a5 Cs SzgS ol Sl @ obe o 03,5 oolol 59> &l gl &S dsd 0
Sos slalr @ oauilgs b o3jls o) sad aslS 3.8 glre 4 g dgi oo
S 1y NS5 558 o S s Ceey & 1) S0 loyd i o
oxbS pw L ols g hgels il Laey D90 L ogd 0

Y'\\“ Ujj) 9 dn ‘;é)j.wajb —J}*-‘L“‘"

ol o
edge (o7

lsostin 0T b g Cel Sl s ol 18 e s pilS a,b
Gy sl soian Sl 9 S sl Gl (GOgbatS
1S ol ! Sl o3l o a5 o L Jiles » fragMENTaTION’

lag b 5 oS o 5l Cudeii oo 5 555 S (8 1l 0392 5|
gt G Oler P L &S 05530 AT Grobel 2 elddenzs 9
Ol ol o Lol el Syo spdae Us bl yo a5 ¥ g b VK
51 50! 3l 5 Sl e oo b 45 a83s o 55 | o5k

355 e ot (51055 42 S92
|y by oy b 93se w27 Ol 35! sty 5 s pilS
cslasls olpl po owbew s sl ot as sl RYEAY
a sy o S ) loadaislid yeS sapml G g 2o 29
155 S 5l gl 8150k oske! silosile CrsSame igdisa 035l L
ollal deas, 5l g el Wl (g yeinlS Slgn GRS
s s} soion b axlse o ! oauST gl (pated (S 2,15 3
olisssgd oS S, ex,) 5l 48ben, e led pezren )5 s
R o e e e P an
oo Yo & iles e (g0,blS (2 4 0 S Sl sless®
Jlos 50 58 a5 0l 3gdme T ) 845 el 00 £ i
0o ik sy llodis TGS e 2 035 S gt sl 5=

s
Sanat ga,s WO goyleds ;> A fragMENEaTION 5 )b (eiwss (e ol N
b slojon sl» Yapi Kredi o,Lasl lawg 455 J,,:‘.t;.gl ,o Dunyamiz
el o Ol €l i ¢ gall 8 s

ol i WWAY Jlo b g etdS )5 (2 5 asbosag cxlH5hsS 9 ge iz o
LS o Bo i NeayR > sla,8 go3byo 5l s el

Thanatos .Y

lons 4 by Jol y3 w00 e «Q\a:;)fl:» 5 €S DY @ LTINS
WS e S L & Iy o5l a5 Sal oo 3l G 5926 g Gl g CiingS»



o2 (Bl G ey o J%L":)ls Ol 50 g 5L G reS Jales
W PUES W PR P P aid S plg 0ogs Kooyl )

JRRTPRE A P ool Qe IS 4 (6)55,55 ! 5° Slosle ,»
e olesh il 53 4o pr g S8 5 £ wd S 0393 9 297
9\5@ wls lead az by «Sye» GaelS o o S5 AsS (nl ilel o
Tl el Sl B il 5 splas IS 5 ol soole plos sabolé 5
e ool 1 pSiee JS5 eSS b SIS 5y o 0!
e s o IS i 1y (55 S 5 WL 2k ez
sl e 5 s iz S 9 S B S S i ol
a o ol 2 o Bl s s 59 S 9 o ol e s 9
15 e oa b5 e 2 (2 59,) S 5 o> A gy @ileS
Ssy o8 5 (Se 5 p5) Wlodygn so3le 35> pl slgo o2 Sl 55 0
ag g g pled (L slale)® Grimln wf")&‘) Sy
1 CetlaF S g lS5,55 51y 3 99 ol ol W sl i
L s e e 5 S 8 S Sy e Lol ;55 5
L8] ol b s (53 5 Wl S5 Gl Sliz 5 31 95
wog Sopp g polae So & eyl (s midS a5 opl o 555
i Slpleg g3k,

Lo ples s ee 1S Sl 8 b Fye e ol olse ool b el
Syo e oy o Sloyeld oS 4 ol 3h pbis slass plo s
5 (el b sz ol gatal o oyl Lo 5 02 saali €15
olgipl 5 ol 5 oz 9 SlopL Sl Lo Iy o> oleok
g Gl 0 g O «ab» ) Soe o2 50 ISALGPI TS
);L;'-’%—M@H)L?ﬁ Iy JSo b absS e eS8l
Yo pialipl colo )3 9 GpbY e 40 a5 Semed 03982 lslegy® —
5 iloailiby b cnl Ghol ! b= o o kol JBagel 5 0Ly S
55,5 a5 (e 13 (sl Lo @ Gls> a5l s b ool b
sl g3 S ool s Shesls €S5pY 53 Ol olgE o
e s pei] gugtin 5l B & o5 o 230 slojan saslsl
bl sl 5 Spise olyed Ol b (055 855 & ol ol 5o !
e oy Lol L3S g0 Bl (g5l g Sl 00 9 xS )8
I S R oS s ST
i g e iy o 45 4355 pled w5 331y (st 2l sly>
FOWRERARCEA TR ok S5 o) leesgs

1) e 09 (G4HS eplgze STL — e (2 50 s cpl o
L aloes 5k ol — s i 31> w99 prSe ply abgSacs
oS, oelil gl g de 51 oailesly aile e

o Sl e IS sald e 55 S e ok
Oy S 5> (Nigysed G L idS sl ysS SO0 T) 8 O S
g s S (ol S e 53 b g e

-
oo 5l gles Y

L )55, > milpl Sy S0 7o 2LS 2 sl p )6 )] kb Y
Do 55ege Wiz U et b S ploy U & Gribel nl g wFise P
6La:)lfl,~..,.a3)c Gﬁn‘) sowuw‘ us.wc Q»)lf)a QL) CoygPee 9 uSu bér.mlf
VIR

Sy colw 3l g Sy ol jl 35 K595 doyid
érzﬁq)bug\aﬁqs@&
e Ol

5 gy el (slanyzS Sy S0 Suaslie Sloisl 2l > 5l Sy
35S S ojutly oS ol Il 2z io9> aaS @ P3SSALGRVE
e R sloyeS ols RVSPEPWN oS ol )5 2l g o5l s
oip0 b N IS OlbFn g Wloaee) B g
Mu}u 3‘ Pl C}*Ls) ¢! a.\l‘) 6)&); L—sﬁ"“ a ‘) 5‘ 6‘4—4‘) a>
g o) 51 Lol ogoe 5yta9y Sy b 2gF BB 2 oo glapol
\) j).n Sl a.\.».sz Ko B ‘Y"J)‘\i’ “S@m&f“ k;.A.?L»:‘).» 9 L)LA)AS’
6> wlasy (S gale

iy |y U lisT W Sim)d i 52 5 e (sloode ol o9 B
S olesye alls el o 5 w5 il s Sl e sl
5 St o ol eetlS lyse bl a5 2SS0 090 s> 51 L
s S s ) U S ol 035 555 5 S0 ) Gl
o e 5|y e 3l i 10lez 2 02 5 a2 0 Ll Jle
ooy blxe a7 o Ssloo S Oleygzees b Slodg Hooed Sy b
‘e@‘s?%“fw;*@w‘?'@eﬂé«\a@wﬁsw‘l»gsdeﬂﬁw“
g ) il o0g axlge 055 a8l )0 9 g5 goolgpls o S JURNVATS]
wls oy ol g Wlasloy Sye as glaw e Wlosga o5 500
o5 sabanly 4 s el e b 2l oo & yudiy yolas 28 50
e 4y 45 0dusgeed () 33 Sy 38k Smgele S e sy P
aloz 3l ey (B ST o oS el Spe e ol el o
g ) 5 ydeme Dl sl 505 il g B
Bl g o Lo sl ploeyd (9 093 5057 laleggys 3l
)lf)o ‘CA....:‘)J,...\ 6:[7:4)‘ L...d ‘]&‘ 9 ‘olf@ 9 o5 O uf\) 9 LA-’M
.&\oa}g 6)&.’);

by @ Dshe ob T0L) ol 5 Sl BlOL e S
(P 5y oS e P b by 4 Bslane o 5 Saml xeb
Sledals o yonALggeey slo,ls 5 oles Iy ol i ol sl
Sy 9 sap 255 45 85D wlo €ldsp G 3P SO G
1IN 8 )5 5 s el a8y 05k €5 (50 B
] oSy 355 (s ).)» ‘) DDF C)ﬁ‘)

Sl olae s o by 5peilS SllS Ol 85 el S
e g o & ol 5 055 s ) U
L aols adl g) oogs S8 50 &)Kys8 | gans aw ol o Lo yeiS
ST 5 wonyS oy e ol e 31 et (oo Sl Zolom
f*’” Ay S g S daybiw,sS 50 lo,5 S S Glan Wl
‘_g):.&lfdb); ‘)‘;‘@ JUHEY ! 4.._9; D9 & I IR oo 60.).3‘]'1.“5
ol s ailimolisy (23STy Eydge IS 0 02 9 Ol ot 0 @

Qtl....g\i) OV (go,lods g B 5o é‘.\}\ gLy L ,b ez e o)
R PR WISRATE (\Yay



g pleoly il o2 ) Lol S TeSalle @)k
Sileee |y Dgedl 8 oS Camlaopl gaer OB oo OB, slp o2
i gorma Sy s d5gama Dyl By o ool ol e
oS S |y gyl st o il lie oo b Sl
e ool @ (oYsie BSLel (ERLsk OIS g S
Gl 4 oS plaglesl 5,55 & 5 5 OBy 5 O dyee 5 Lo
il 95 Lol 23,8 el 33505 P8 SF9 OLE2 & sl Ay
Sopz ooy S Sgadl 8 oKisles 4o oS Cm a5 o2 asulS
R A R R B Lo il (97 +amns o O5° S
ead laslas ol 3> oo b (sloyse o b oS e85 wlglesb b
o o i oSl )3 50 g9l 2L L s>l
oKisled jo & odwl 8o cpl yo & oS olon> g PRWRECERR RS oS
s o2 D0le o] Sl ] dlnybo 0y (R (SR O
255 ol 5 45 ol (emn sl g 5] sl 150 lacyls
o 5o olSiles Sy 5 e 280 50 U o2 S s ,S5 oSl 5

RUPIENUEIRC NV ¢ =S RS «Sgadl 8P (o2

3o ge a3 gl 5y il lye QLIS &1 o5 @8 207 9 o8 Ol
1y by sS Gyl g dawmme 592 O Qt*jﬁf a 6,8 bligd gzgf wilo
Sl 7 s LS &y g 52 B plalpl og o 28 g &
L T Jo ol ploste
e 15 5 cign 5o o )l 037 98t 3 9 95 oy,
);6@&’455*3\?%*5&“")Q"“MBW‘KM‘Sé)\}“
sl oS oy 5l oan b ol 2l 37 HE o0 olesb b
i g e Mol slalad & (= T e &5 ol
RTINS SRS sz |y o Nl edd
S oLl o plaslo oo o)l TSz ke SlacsSe & o2 9

by o liwysS 4 b b Lais oS gloya g9 005 OliasysS 5

s S 5l o el o pSleil 5 OB sl Olbmsys
nss 4 aage 3l 5 Syn 3yt dem 5l 8 S R
Lol 5 35 K et Oys LS e 9 wlos S
il eohsS sl ploySE eyt v 5l
L iy 5 o & Al 1SS (155 85> S-S

el oo s ol 5l hadd po den Qa;)ls.:b\ | A

ol YA j50 500

-

frottage .Y

P aclsl 1y g5 B ogdsn aslo gyl olas (&8s X
o b des 1y Tl g 295sn 05 Pl Lo obs!

G )b

ROWRR - SR Sy IERSBELEY ol Koo cllb o
}“ﬁ"}‘m%m”"@);}‘ loge S Jlasl ez B e s o5
Mo coeotd s SFT a8 poye ladl 5l oS Caslaipl b o logil 5
i o5y 039 4z Gyl JBlo (o5 Slol g oyl & eeetdiss
(D (Goguis 1O 50 Slesrwly G s S 52 TS
L, g &S (S (ilod pus g0 S 4y 03,0 L as Slsl il o
ik il b ool 3 520 G v L Rl laslas o0
b S ool 0js> 99 ol OS5 i S P g TS
ol yo ady) iysel ) e o2 (el coliy e oLt Gl
S e 2 el oymilal 5o Sls g oyle (oisls sl (S
Solexs Jozme )0 e 5 2 il el SO 098 Olyss >
ol pLdlaz yem lgl o8 rloxe slooys® 0! 28 59y
s 50 iy 85 sl 2055 3535 lisT pligad s’ o
Lyl g5 09,5 Egae 055 ) s)lexe g B Lo ol Lo VAYA
Sy 5 WlonluS 355 o |y eelyx slasinte 5 WL o5z
5 ey slaebl, S lelas oo lplesye e GBlegd slaglest
oy ke skl 35 5 Bl sl p2r0 9 e
it 500 (g5l Lons slad S lasd leals gl 055 50 1) Golexs g
obad 5 1y slasl 5 loples 5 leojse el o390 o 5 Wm0z S
Gl gl o oSy oo oS Cowl Lo 9 Syl se p2 35 Sl
Laojge 5 Olimsys5 -0l ol pllus 5 e o B3 wile Sy 08,5
T gt gl 55 s 3 5 5 Sl LS
s o 4l Lo g 5 iloads

o8 el B Solis (5,505 sages SL5 2 iy s
oSy e (Fo)b g9 o Seny ogiSell o2 3,10 C5Sa (el
i L wlgsel 65 sl g elp) S Olel Obesss
e 5o old @55 S oy o)l Le poles &6 50 OliysS ool &8
Sl ol i Lo )b plae] S 5 9 25 kel 093 y0 L5
logd 5l 1y Cudge R ESRRY obl S e Ry G
b woog i sl b o o8 sz B lopghae Glie 5 Olx! S
T R e i S el
5 OB wlsls, o5 ol 5 5l 0 9 ol (OHSyyy e ol
sl al] Ll conth ool 4 Sy s Jin o 5 YsRe
a5 oyl slaplas wloauds ously HbwysS ol 5l as s S Syl
500 )5 en b aS 039 SUISs ol yo (B plaslds ylusysS ol
s dalin B e

K55 e S il @ & plos,S LS (Lo o @ el
s S S az bl lie S e 2 S0 00 S Cews)S
1 ligions Sya iS5 a7 a0l B G Jb 05k 5l slS1 5555

e -

heterotopia .\



ol WOX OB X Flsgas - WAA 0353 pss - -
Braille . Private collection
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- . wax, soot . 2010 . ~6 X ~55 x ~125 cm . Epitaph: Arabic,
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Memorial for Anonymous Martyrs . 2015 . Stone, wax, soot, tar and iron .
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The Toppled Memorial of Dr. Mohammad Mossadeq . 201 3 . Ebn-é Babovayh Cemetery,
Shahr-e Ray, Iran . (Erected on 21 st July 1979. Pulled down a week later)
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Mazandaran, Iran . 2009

The Known Anonymous . Ghadi Kola,
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Anonymous . 2012 . Sheikhan-e Kashan Cemetery, Iran
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Tombstone of a member of the Iranian Peop

s .2013 . Behesht-e Zahra Cemetery,

division 33. Tehran
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Right: Memorial plaque for 1961 Pari

Left: Annunciation . 2009 . Ci
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The Untitled Tomb . 2012 .
commission of the family of the deceased
A grave marker for a man who was denied
tombstone with them, place it on the grave an

iron, soot . 60.5 x 135 x 0.2 cm . epitaph: Persian, Naskh

an actual tombstone. Each time the family visits the cemetery, they bring along the stenciled

d stealthily pour soot powder on it.
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Sefid Chah Cemetery, Mazandaran, lran .

2014
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Cenotaph of Arin Mirkan . 2014-2015 . Stone . To be moved to Kobané, Rojava . Dimensions: varia
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Cenotaph of Borges'
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Time they Stopped . 2015 . Forou
e time of death of Dariush Forouhar and Parvaneh Eskandari
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Trace of a recently stolen wall clock. The clock had stopped on th
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Contumacious Is He . Kang Cemetery,

Khorasan, Iran . 2014
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Frottage on Georges Wolinski’s headstone
2015 . Graphite on tracing paper

62 x 62 cm

Montparnasse Cemetery, Paris
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Frottage on tombstone . 2015

Graphite on tracing paper . 162 x 60 cm
Montparnasse Cemetery, Paris . (details)
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Death Sentence . Memorial . 2011
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x4 and 55 x 120 x4 cm. Epitaph: Reversed Persian Braille .

private collection
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Yet Again . Reenactment . Béhasht-é Fatémé . Cemetery,
Lavasanat, Tehran.

Time: April

H: A tombstone. North of Béhésht-é Fatemé Cemetery,
Lavasanat, Tehran. Horizontal, long and narrow. Black
granite. Old and damaged. No epitaph. Four wooden wedges
west of H in line with H’s four corners. R: Rooftop, right side
of the grave, behind cemetery’s north wall looking down at
H. H1: Woman in her mid-fifties. In plain white long- sleeved
worn out dusty dressing-gown down to her ankles. Long grey
hair. Bare foot. H2: Old man in his eighties. Dress identical
with H1. Long white hair. Bare foot. P: Eight men in identical
grey long sleeved worn out dressing-gowns down to their
ankles. Old black rubber gloves. Bare foot. Long grey hair.
SG: South Gate, cemetery main gate. NG: North Gate, few
steps north of H.

At dawn P enters the cemetery from SG: carrying 4 iron Crows,
4 shovels on shoulders. Curved and pointed ends damaged.
No sound, footsteps only. P paces in slow tempo toward
west then north wall. Reaches H. Circles around H. Heads
up. No sound. Long pause. No sign of mourning. Heads
bowed. Iron crows under the tombstone. Two lift lower side
up and toward west and down on wedges. Two others: do
for upper side. No pause. Four others dig the grave with
shovels. North of H earth piles. They Leave the tools east of
H. An instant. P turns about and leaves the cemetery from
NG in slow tempo. Not a sound. Footsteps only. Toward
adjacent eastern alley then up the building. An instant. P
stands on R looking down at H. Long pause. H1 climbs up
the grave. Turns and gazes at the grave. Long pause. Takes
a shovel and climbs down. Diggs the earth for a good while.
Earth piles as before. Climbs up. Turns and gazes at the
grave. Long pause. H2 rises and climbs up. Stands by H1.
They do not touch. P leaves R and enters the cemetery from
SG. Path as before. Faster tempo. Reaches H. Circles around
H1 and H2. Four men lift H2 onto the shoulder; first H2’s
right shoulder onto a bearer’s right shoulder, then H2’s right
foot onto a bearer’s right shoulder, then his left foot onto
a bearer’s left shoulder and then his left shoulder onto a
bearer’s left shoulder. Followed by bearers, the group goes
hastily ten steps toward west, stops brusquely. H2 falls off
on the ground. H1 hastens toward them. Stops behind them.
Long pause. H2 is lifted onto the shoulder as before by the
other four then ten steps toward south. H1 is left behind. P
stops as before. H2 falls as before. H1 hastens as before.
Stops as before. H2 is lifted onto the shoulder as before by
the other four. Ten steps toward east as before. H1 is left
behind. P stops as before. H2 falls as before. H1 hastens
as before. Stops as before. H2 is lifted onto the shoulder as
before by the other four. P ten steps toward north as before.
H1is left behind. P stops as before. H2 falls into the grave.
Two climb down the grave. Lay H2 on his right side, his face
toward southwest. Shake him for a good while then climb
up. P circles around H. Heads up. No sound. Long pause.
Four fill half the grave with shovels. Others watch. No pause.
Iron crows under the gravestone. Upper side up then toward
east and down on the grave. Repeat for lower side. Heads
bowed. An instant. P turns about and leaves the cemetery
from NG now in faster tempo. An instant. P Looks down at
H from R. H1 hastens to H. No pause. Picks an iron crow
and inserts under the lower part. Cannot lift it. P leaves R

and enters the cemetery from SG. Same path. Faster tempo.
Reaches H. An instant. One picks an iron crow, aids H1 and
lifts lower side up then toward west on wedges. An instant.
Two pick iron crows and lift upper side up then toward west
on wedges. P Circles around H. Heads up. No sound. Long
pause. Heads bowed. Turns about and leaves cemetery from
NG in slow tempo. On R as before. Long pause.
H1[murmurs]: Dusk is yet to come.
P leaves R and enters the cemetery from SG. Same path.
Fastest tempo. Reaches H. No pause. Tombstone is removed
as before now in faster tempo. Grave is dug as before now
in faster tempo. Comes out H2 as before. No pause. H2
is lifted onto the shoulder as before. Tombstone is placed
on the grave as before by the other four. H1 motionless. P
ten steps toward west, south, east as before now in fastest
tempo. H2 falls off at each halt. When P halts before H, H2
falls on tombstone and is lifted as before. Bearers change
after each fall as before. H1 hastens and stops as before.
Repeat till dusk.

kK
While P steps toward west, H1 halts by the grave. Stands
still.
H1[murmurs]: Dusk already.
P completes another cycle as before. Reaches H. Those
ahead stand by H1. Bearers move on to complete the cycle.
Tombstone is removed as before by the other four now in
fastest tempo. P does not stop. H2 does not fall. P reaches
H. Stops as before. H2 falls into the grave as before. Two
climb down the grave as before. Lay H2 on his right side
in fast tempo, his face toward southwest. They shake him
for an instant then climb up as before. P circles around H.
Heads up. No sound. Long pause. Four fill half the grave as
before. Others watch. An instant. H1 is brought onto the
shoulder in the same order as before. Cycle as before now
in slow tempo. One cycle only. H1 falls off at each halt and is
brought onto the shoulder as before. P reaches H. Stops. H1
is thrown in the grave. Two climb down the grave as before.
Lay H1 on her right side, her face toward southwest. Shake
her for a good while. They climb up now in slowest tempo.
P circles around H. Heads up. No sound. Long pause. Four
fill the other half as before. Others watch. Long pause.
Tombstone is placed as before now in slowest tempo. Heads
bowed. Long pause. Tools on shoulders. P turns about and
leaves the cemetery from NG in slowest tempo.
Repeat every April.
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Anchor Cemetery, Barril, Portugal . 2014
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Maryam’s Anchorage . Anchor Cemetery, Barril, Portugal . 2014



9 x 105.5 cm . epitaph: Arabic, early Kufic
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Cenotaph of the Crimson Zunnar (eleuthéromane) . 2015 . stone, iron, steel, vinum, gore . @ 1



29

ailp (e -9 -3 D Gl sazdl s VAT (ol 5 S e b wigyes) sl 9 Igmsl® ] (S e s s,

Right: Probable grave of Donatien Alpho

nse Francois de Sade (citizen or Marquis) . 2013 . Former Charenton Asylum, Val-de-Marne, France
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Left: Probable grave of Denis Diderot . 2014 . The Church of Saint-Roch, Paris
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Cenotaph of Jan Van Eyck . 2013 . iron, mixe
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Eyeck . (In collaboration with Shahryar Hatami) . 2008 - 2013 . Acrypt lid foran u

145 x 145 x 18 cm . epitaph: English imitation Braille

nrealised performance . oil on canvas, wood, iron, brass
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Perpetual Concession of Godefroy Cavaignac
2014 . Montmartre Cemetery, Paris
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Tombstone of A. Rouhbaxshan . 2012 . stone, hedera
Tehran . Commission of the family of the deceased
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Sarcophagus of Chohreh Feyzdjou (Epheme

mainings of Feyzdjou’s last work before death)

100 x 200 x 105 cm
f The City of Paris’ Museum of Modern Art

wax, soot, iron, walnuts stain, coconut coir (re

Cimetiére Parisien de Pantin, division 115, line N, tomb 10. Pantin, France .

epitaph: French and Hebrew . commission O
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Sarcophagus kline (lid),

21 May 2014. Photo by the artist . s 2o oSe Ay Caigassy) TV LS L o
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2014 . Pére-Lachaise Cemetery, Paris

Perpetual Concession of Mina (Burying the urn of Mina Ameli)
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Preparing the garden grave
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Hajebi) . 2015 . Chalet Afchine, Villeneuve-sur-Yonne, France
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The Ever-growing Ramin . (Burying the urn of Ramin Barreto



39

ULty ez

Burial of Kaveh Golestan . 2003. Afdjé
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Cemetery, Lavasanat, Iran
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palliative Flowers . 2015 . ash, fingernails of the dead and the living, rose stalk, te
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In Mourning . 2014 . video-reenactmen
With Farzaneh Taheri, Ghazal Golshiri, the artist’s mot
ombstone is now in Emamzadeh Taher Cemetery (division 9

The t

g Golshiri’s tombstone in their house.
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Tomb of Giuseppina Salvero and her children, Antonietta and
Green-wood Cemetery, New York, USA . 2013

Domenico . 2009 . Cimitero Monumentale, Milan
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Gravestone of Suzanne and Samuel Bec

\¥Ya _\YaY . As Dad As possible, As Dad As Beckett
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iron, ashes . 200.3 x 100.2 x 28.3 cm . private collection

s burnt hundreds of his works.
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As Dad As Possible, As Dad As Beckett . 2000 - 201 3.

The iron grave marker is a replica of Beckett's tomb in dimensions. Inside the artist ha
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Eleuthéromane . 2009-2011 . carp
Magnani Foundation, Sassari, Italy, 2011)

Performed by Christophe Othzenberger and Dana Farzanehpour . (In “Wonder”, an exhibition by Marco
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Eleuthéromane’s Catastrophe . 2015
After the script’s main character died, the
but much lower now

piece was burnt. Its ashes were put in an urn. The horn lo

udspeaker vocalises the script as before
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The Burnt Sun of Video . 2015 . soot on board . 71 x 71 cm . epitap
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Ghasr Prison wall, memorial by Amir Mobed
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Palace-Fortress . activism . 201 5 . Brass . Dimensions: variable

In 1929, by command of Reza Shah, on the ruins of the Qajar Palace, the first modern Iranian prison was built. Before Evin, Ghasr Prison was
the only central prison of Tehran. A few days before the victory of the 1979 Revolution, prison walls were pulled down, setting the prison-
ers free. In 2004 it was closed down for good till 2008 that it was turned into a museum and the wall to a constructed colossal memorial
plaque. Initially the wall was to bear some 1 50 names of political prisoners held in Ghasr in Pahlavi’s time. At various points certain names
were eliminated till in the end some 80 adorned the wall. Some forenames refer to no political prisoners. Some were eliminated after they
were installed on the wall. There are numerous holes on the wall that indicate several eliminated surnames. Today a number of letters are
missing. Some that were within reach have been taken out, some fallen. Although today Ghasr is considered a museum, it is still a place of
elimination, a correctional facility.

Commemoration if banned from the public, sneaks into houses, into circles, say, to keep the dying embers burning. Ruin-land is the very
continuation of that constructed memorial wall with the same letters and the same form. Everyone can commission the artist the name of a
political prisoner, if and only if the name in full was not already on the wall. This is an ongoing project and perhaps will last until all politi-
cal prisoners of Ghasr, whether dead or alive, will have a memorial, albeit small. Names will adorn house walls inexpensively as the price
equals production costs.
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Tombstone of Barbad Golshiri
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Curriculum Mortis
Barbad Golshiri

No other human activity is as rich and old as the obsequies
and making of grave markers. Nearly all that we know from
old ages we know from the graves and, say, the urns; it
is mostly through these human manifestations that we
understand what ruled people’s’ minds, for instance, what
prehistoric religious beliefs and practices were. Where there
are no historic records, obsequies speak: the way people
buried the dead, the orientation of the corpse, the grave
goods they buried along with the dead, how they marked the
graves and so forth. Art history thus is but an infant when
compared with this history. But one must be blind if one
does not see things these two fields share. Cemeteries could
be perceived as “highly educational” places, as education
lies in remembrance and knowledge in accumulation.
In no other place than in cemeteries one can take a one-
hour tour and skim through a vast history of architecture.
These architectural phases are not necessarily bounded
to their geographical contexts; Greenwood Cemetery, for
instance, was founded in 1838, yet gathers centuries of
diverse forms of architecture and art. Cemeteries also
encapsulate misfortunes and calamities of societies and
host memorials for national heroes and figures. These
spaces are heterotopias of time for they enclose objects and
people of all times and of diverse artistic and architectural
styles in one real space. There’s only one other architectural
space that functions as such: the museum. Museums too
enclose all times and epochs in one immobile space and it
is custom that the objects a museum holds, again like in
a cemetery, shall remain intact. Cemeteries and museums
are public spaces and most recently, in many countries they
have turned to green open spaces. This though is not the
case in Iran.

Like many other public spaces cemeteries are highly
legislated, both written and unwritten. A close historical
example is Béhésht-é Zahra, located in the southern part
of metropolitan Tehran, the largest cemetery in Iran. This
cemetery plays an unrivaled role in Iran’s contemporary
history and politics. It was in this very cemetery that the
ancien régime was rejected and the greatest part of our
history lies underneath this land. No other place in Iran has
such heterotopia. This cemetery hosts corpses of martyrs
of Irag-Iran war to dissidents such as Iranian People’s Fedai
Guerrillas, a radical Marxist-Leninist movement formed
in 1971; members of the Tudeh (= masses) Party of lran;
The People’s Mojahedin of Iran, Sakineh Ghasemi aka Pari
Bolandé, the legendary prostitute of Shah’s time, cinema
superstars, athletes, Ahmad Shah, the last Qajar king
and his wife, Reza Shah’s last wife, murderers and the
murdered, many unofficial martyrs and so forth. Though
one can add to this list infinitely, there are those expelled
from this hallowed ground. Nothing else | have ever done
can touch what | have made for this cemetery.

Yet, | haven’t limited myself neither to this cemetery nor

to making grave markers. | am a taphographer', | make
grave markers, for the past fifteen years | take pictures of
graves and burials and | make frottages on epitaphs of
those eliminated only to distribute them. | have also made
cenotaphs. Memorials too, for the dead and the living. All
these frame Curriculum Mortis. Itistruetosaythat Curriculum
Mortis is not a series. | cannot make series. Certainly
one can categorise these works as broken gravestones,
mourners, survivors, the anonymous, the killed, perpetual
and ephemeral grave markers, the living and the dead and
even a set of graves and memorials that like Flemish vanitas
paintings have snails crawling on them. But in this volume
there are works that are included in the exhibition and there
are also works that are not. They are not included, because,
they are not here, they are in cemeteries or are cenotaphs or
memorials now residing in museums or in someone’s house,
or | am forbidden to show them or they should not be here.
On the other side, in the exhibition there are things that are
not included in this publication. And there are things that
are neither in this publication nor in that exhibition. This is
what curriculum stands for. A curriculum is an account, it is
a course. Each of these show one moment of this path. For
all this, all | publish or show should bear this name. And so
far there are one other exhibition and two publications by
this name. | assume this would be the case forever.

0Old and new artists have made grave markers too. One could
bring a work to Cimitero Monumentale of Milan to mark a
grave and like Lucio Fontana pay no heed to the cemetery’s
history and surroundings. One could fully be devoted, as
Abraham Ostrzega was, to evolving of Jewish traditions
of tombstone making in Poland. One could make nothing
for museums, as Molla Mohammad Sharif did in Isfahan.
And one could bring markers for no graves to museums
and galleries and unreasonably call them gravestones and
not even cenotaphs and memorials. | stand somewhere in
between all this. Some of what | have made have marked
actual graves in cemeteries. Some have reached the so-called
art spaces. Some could be seen, some not. Some have been
to white cubes and cemeteries too2. Some were destined for
cemeteries only and some were never meant to go there.

Boneyards treat survivors and the living as the banished,
for they are heterotopias, for death appears afar, for we
are not familiarised with them. Understanding gravestones,
cenotaphs, memorials, sarcophagi, coffins, urns, ossuaries,
crypts, obsequies, reading epitaphs and so forth are bounded
to our understanding and experience. Revealing everything
merely lessens our banishment.

September 2015, Tehran

1. Neologism; from taphos ‘tomb’ and graphein ‘to write’, to
draw, represent by lines drawn’ and ‘to scratch, carve’; ‘to dig, to
scratch, to scrape’ akin to old English grafan ‘to dig’.

2. When a grave marker is made to distribute something, as
modern man has done with printing, one could and should take it
everywhere.



The Taphographer'
Death and Form?
On Barbad Golshiri’s Curriculum Mortis
Mehran Mohajer

Passing over Realms of

Death essentially resists representation. Death is an innermost
unshareable experience. It is a vacuum within the sign. Is
taphography wrangling with these three matters?

Barbad Golshiri says that for these last years he has been
making grave markers and this, he claims, is what he will
continue to do. Some of his handmade grave markers rest
on [actual] graves, some on galleries and museums floors.
What drive has led him to taphography? Obviously like some
other people he encounters death in his consciousness.
But apart from the timeless and transindividual aspects of
death awareness, the artist has tried to bring death into our
lives. But why? Customarily in recent centuries and in most
cultures cemeteries are extramuros, located in outskirts of
cities. Probably by doing so people literally estrange and
banish death. Golshiri has internalised and centralised this
external and estranged entity. But why? Is it not because
that throughout these years, from all sides and more than
ever, both here and elsewhere in the world, we have been
boon companions of death? Or have they befriended us?
Being surrounded is our experience as well as the artist’s,
who as an adolescent faced death threats for his family in
their own house. On the other hand, not a few artists have
approached death, and approaching death is more apparent
in contemporary art or, | should rather say, it feels more
palpable as the historical experience of death is not a distant
one. Death in the past half-century ] has unveiled itself. And
this death has been a major theme in the works of Joseph
Beuys, Francis Bacon, Nan Goldin, Robert Mapplethorpe and
Ralph Eugene Meatyard and some artists like Maya Lin, Ana
Mendieta, and Robert Morris, who at times, and recently and
in a straightforward manner, Siah Armajani have approached
taphography.

Golshiri is mindful of language and his awareness includes
ordinary language and language of the arts. Thus, it is not
mere accident if one finds traces of some of these artists in
his recent works. In Second Coming (Before Holbein), instead
of coming “Before Holbein” (as the artist himself points out
in the title of the work) it goes “after” Mapplethorpe; and
Cenotaph of Jan Van Eyck has Robert Morris “coming after”
the piece.

One can contextualise Golshiri’s works in contemporary
art, yet these taphographies could be seen from an inverted
perspective. In Iran, during the last three decades, more than
ever before, taphography (probably with official support)
has found an iconic status in mass culture, and now one
can say that these tombstones by resting together in rows
in cemeteries have achieved the grandeur and semblance
of a stoned unfolded album. It seems that Golshiri’s tombs
both in ways of expression and subject matter are subversive
reactions to this mass icon-making. Among his works there is
Pentimento that more than any other work borrows [elements]

1. See p. 49, footnote n. 1
2. Initially published in Herfeh Honarmand, no. 51 (Summer
2014), Tehran.

from mass culture and in the meantime deconstructs it.

In his taphography the artist uses every material and
medium, from stone, iron, wood and soot to wax, photo and
canvas. They are there to mark the memorial of death. These
diversities become unified in the word “Death”. One can
say that a completed work of art of his and its raw material
are no way far from each other. These works are basically
formed on the verge of formlessness or an antagonism
towards form. If we accept this logic, then we could possibly
say that his works form a spectrum; on one end stand Death
Sentence, Cenotaph of Jan Van Eyck and The Untitled Tomb
and on the other, Second Coming (Before Holbein) and Eyeck
(on canvas) and the rest lie between the two extremes. |
assume the two works, Second Coming and Eyeck, have
nullified the aforementioned logic. In these two works, both
the raw material is treated and the process of production
(although thematically disruptive) is the same old traditional
process of image-making. Could we not exclude these two
from all the other taphographies? But on the other side,
Death Sentence, Cenotaph of Jan Van Eyck and The Untitled
Tomb manifest the crucial and appealing antagonism this
logic has towards form. But one can also presume that in
his spectrum levels of contemporary art and mass culture
references bounce up and down and tend to fluctuate.

At any rate, with these materials he has created memorials
for Jan Van Eyck, Beckett, Ahmad Mir-Ald’ie, Sahabis (the
father and the daughter), Hoda Saber, and an anonymous
killed person (like those that our poet [Ahmad Shamlu] in
times past had called “Conscious to reason of their death
they” and today we shall give thought to this “reason”)
and one memorial for himself. In Golshiri’s work, renown,
namelessness, anonymity and unnameability are interwoven.
“The name” is a locus and in it Golshiri tries to disintegrate
form in an enclosed framework, i.e. grave. It is, thus, not
in vain that language and its chief manifestation, writing
and script are crucial means of disintegration in the place of
“the name” and in the realm of unnameability of death®. Just
the same, “readable” writing system transforms to tactile
writing system: Braille. Seeing, reading, feeling are silenced
in “death”. This could be seen as a continuation of a project
that following Malevich he calls “aplasticism”. With this he
is to accompany the sightless, work for them and eliminate
seeing from visual experience. But for death effacing the
visual does not suffice. Death wills to efface the readable
and the tactile, as is the case in Golshiri’s The Untitled Tomb:
time will blow away and efface the soot.

It appears that in these works language does not come after
_or if | were to borrow the artist’s words, “before”- image; it
does not come again [also to be understood as: come back]
it rather comes to a stop.

In my eyes, Golshiri’s work is the place where the threshold
of jouissance is. Astonishingly this jouissance happens
in grave. Golshiri’s works do not go down in depth, they
remain on the surface of the floor, and it is on this surface
perhaps that jouissance intensifies.

3. In Western Attitudes toward Death, the French historian,
Philippe Ariés, speaks of the unnameable death in our times and
links such unnameability to Beckett’s The Unnamable. Golshiri’s
fascination with Beckett and the essential role language plays in
his work could be our interpretation key to his work.
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This World!
Necmi Sonmez

Tehran based artist Barbad Golshiri is a passionate lover
of literature who establishes a dialog between visual and
textual images in his conceptual works. His project for
the fragMENtaTION' series is built around issues that have
been the main axis for his work the past fifteen years:
cemeteries, tombstones and epitaphs. In his photographs,
drawings and sculptures he focuses on images that pertain
to “the other world”, such as Thanatos who represents
death in Greek mythology; yet in doing so, he develops a
style that interprets this world and today‘s problems in a
comprehensive manner.

As Golshiri looks at the current cemeteries in Iran, he
transforms to visual codes, events that have had social,
historical impact on this country, and traditions, even some
less known “rituals” that are conducted but never spoken
of. His expressive style evolving from his father Houshang
Golshiri’s broken gravestone is laden with autobiographical
notes, references and experiences. We are faced with a
project that is woven like a fabric and dense with details that
require knowledge about history and the recent past. While
Golshiri brings forward the image of the gravestones made
in Iran for people whose memory even have been banned for
political reasons, he does not limit himself to Near East only.
He has been working on a monumental sarcophagus for
Marquis de Sade the last two years3; and has designed and
realized tombstones for many creative people; one of the

e ey
1. Initially published in “Barbad Golshiri, Curriculum Mortis
(Exordium)”, curator: Necmi Sénmez, fragMENtaTION 8 project,
published in Sanat Diinyamiz no. 135, and 30 separate prints,
Istanbul: Yapi Kredi Publications, 2013.

Although in his text the curator discusses what Golshiri had done
up until 2013, most of his arguments are still the case.

first ones was for painter Jan van Eyck. These works are a
part of the artist’s action for remembering people, including
those close to him who have passed away.

In the fluidity of current times, To Remember, is a vehicle
of resistance against all kinds of negativity and oppression;
this is why the artist conceptualizes it, and without
drowning in an esthetics of vanitas, by keeping it pure,
void of details. Many of the photographs he takes show
broken tombstones, but Golshiri does not dwell too much
on the tragic dimensions of the subject, and manages to
raise some facts. What are these facts? First and foremost
courage, sharing of information, the traces of experiences
left in each and every one’s memory. Golshiri bewares of
materiality and by creating various codes on the tombstones
specifically built for people in his close environs, he stands
clear from any type of behavior that might impinge upon the
privacy of those who have lost their lives.

Via the metaphors he develops in his project, Golshiri forms
a corridor that opens to ideational images. In doing so, he
also compiles the traces left by many creative artists. He
prefers to face the present time at a point beyond current
requests. This project that ends with the tombstone the
artist has prepared for himself, has the fluency of a small
pencil in the process of writing; and as such aims to lead the
reader to open other rooms, to push other doors ajar. This
impressive modesty is defined more by a call to honoring in
silence rather than talking.

Istanbul-Duisseldorf, May-June, 2013



Barbad Golshiri

CURRICULUM
MORTIS

Opening of the exhibition:
Friday, October 02 201 5, 4-8 pm
open all days except Saturdays from 1 to 7 pm

Fridays: 4-8 pm

AARAN PROJECTS

No 5, Lolagar Alley, Neauphle-le-Chateau St.

Tel: +98-21-66707975
TEHRAN - IRAN

www.aarangallery.com

AARAN PROJECTS

u,,f‘

That corpse you planted last year in your
garden,

Has it begun to sprout? will it bloom this
year?

Or has the sudden frost disturbed its bed?

T.S. Eliot, The Waste Land



