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IAMAS Artist/Researcher in Residence Program

The Institute of Advanced Media Arts and Sciences (IAMAS), in collaboration with the City of Ogaki, launched
a new initiative in the academic year 2025, the IAMAS Artist / Researcher-in-Residence Program. This program
invites leading artists and researchers from Japan and abroad to engage in artistic production and research
activities while interacting with IAMAS faculty members, students, and the local community. Its aim is to
further cultivate new forms of creative practice rooted in the institute’s founding philosophy: the integration
of scientific intelligence and artistic sensibility. Invited artists and researchers reside for a set period in Ogaki
City, where they carry out production and research activities based on their own unique perspectives while
engaging with the local community. The outcomes of their residency are presented through exhibitions and
public workshops for local residents, contributing to community engagement and cultural dissemination
through media expression.

For the inaugural edition of the program, IAMAS welcomed Zhdanova Alina, an artist and curator working
primarily with moving images, and carried out a project titled A Letter without Words. During her residency,
in addition to her research she also held three workshops in which participants explored the possibilities of
non-verbal dialogue with others through interaction, collage production, and bodily expression. Finally, at the
end of the residency, her accomplishments were presented in the form of an installation and an exhibition
detailing her artistic process for the project. This provided an opportunity to share the media-based expressions
that emerged through her engagement with the local community.
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More information about the IAMAS Artist/Researcher in Residence program can be viewed from this website.

https://www.iamas.ac,jp/news/air2025/
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Zhdanova Alina

Zhdanova Alina was born in Russia, and raised
in Japan. She is a video artist and curator based,
and holds a Ph.D. in Fine Arts. She explores the
intricate interplay between personal memories,
individual personalities, and their surrounding social
contexts. Through her work, she engages viewers
by evoking and confronting their own memories,
drawing inspiration from everyday conversations
and memories.

She has participated in major exhibitions such as
Touch, Untangle, Tones! (Hiroshima City Museum of
Contemporary Art, 2025) and Fictitious (N project,
2025), and has received major awards including the
Grand Prize at Kyoto Art for Tomorrow: Selected Up-
and-coming Artists' Exhibition (The Museum of Kyoto,
2021) and the Grand Prize at The 2nd CAF AWARD,
presented by the Contemporary Art Foundation (3331
Arts Chiyoda, Tokyo, 2015).
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First Session “Gathering Oblivion”
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The theme of the first session was "Collecting Oblivion”. The workshop
began with participants writing down fragments of dreams they had seen
in the past on sticky notes and mapping them out together. They shared
episodes such as recent dreams, unforgettable dreams, or dreams they
always seem to have when they catch a cold.

Next, participants paired up and explored their earliest remembered
memory through an interview-style exchange. As they spoke about the
details of the events and the impressions that remained with them, they
also turned their attention to the parts they could not recall—what had
been forgotten—within those memories.

Finally, participants attempted to translate what they could not remember
into other forms. Using their "forgotten memories” as clues, they worked
on creating collages as a way to visually express sensations that cannot
be put into words. After completing the works, each participant spoke
about their piece, sharing the different forms of forgetting they each
carry.

D=2 a0 Workshop.
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Second Session “Somatic Response”
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In the second session, participants explored how forgotten memories
might be expressed through movement rather than words, and how
such expressions could be shared with others. The session began with
gentle, stretch-like exercises in which participants touched their own
bodies and familiar objects such as the floor and chairs, cultivating a
sensory awareness of the relationship between body and space. They
then worked in pairs, engaging in movement-based communication

by mirroring, synchronizing with, or responding to one another’s
movements.

After a break, participants observed their partner's movements and
generated new ones by focusing not on gestures or direct responses,
but on how they themselves wished to move. Through these exercises,
participants expanded their understanding of communication and
refined their bodily perception. Finally, drawing on the collage works
created in the first session, participants developed movement scores
and explored conveying a story to their partner through movement. By
translating vague memories into nonverbal expression and responding
bodily to one another, they encountered the richness of communication
beyond conventional understanding.

Zhdanova noted that "accepting not knowing is essential,” encouraging
participants to find interest in how meaning can be conveyed—or
transformed—through movement and practice. Participants shared
reflections in a warm atmosphere, describing feelings such as the
comforting presence of others alongside forgotten memories, the sense
that unconscious experiences were communicated more clearly than
words, and the realization that words may not always be necessary.
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Third Session “Transforming Memories”
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In the final workshop session, participants revisited practices from the
previous sessions, recalling memories as short phrases and translating
words into movement through paired, responsive exercises. They also
engaged in paired work while reflecting on how movement is recorded,
as real-time video from a camera programmed to leave a brief visual

afterimage was projected onto the wall. Portions of the written memory
notes were read aloud and recorded.

Participants reflected on realizing a lack of "vocabulary” in bodily
movement, feeling encouraged to enter another's memories when
their own were approached, and sensing an impulse to mirror rather
than respond with different movements when mutual understanding
emerged. Across the workshop, the atmosphere combined a childlike
innocence with a sincere attentiveness toward giving form to hazy,
indistinct memories.

D= ismns | \Workshop
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Resonant Dialogue

Zhdanova Alina

We usually relate to others through language. Yet dialogue may
also exist within thoughts that never become words, or emotions
that dissolve before they can be articulated. Sensations that precede
shared meaning, as well as memories and traces that slip away in the
process of verbalization, are often excluded from what is considered
communication. And yet, it may be precisely within these ambiguous

layers that vital moments of relating to others are formed.

This project originates in my own childhood experience. Growing
up in Japan as a Russian, at the boundary between two cultures, |
lived in an environment where different cultural and linguistic layers
constantly existed between home and society. As a child, | could
not fully understand Russian, and | often found myself participating
in conversations without grasping their meaning. In such situations,
rather than relying on language itself, I learned to sense others through
tone of voice, pauses, gestures, and bodily movements. Even when
words were incomprehensible, relationships were nevertheless

formed, and the presence of others could be felt intensely.

In contrast, communication in everyday life is generally structured
around the transmission of meaning and accurate understanding.
Sensations that exist before language, and fragments of memory
blurred through forgetting, are often left behind. In Letters Without
Words, | explore non-verbal forms of dialogue by translating such
wordless memories and sensations into bodily movement, touch,

sound, and moving images.

The exhibition space itself holds a different layer of time. Objects
installed in the space are given subtle vibrations through exciters
(vibration speakers). These vibrations function as echoes of voices
and pulses of memory. When visitors touch the objects, another
kind of conversation emerges—one not mediated by language.
Sounds arise from multiple points, alongside videos tracing visitors'
movements, ceiling animations, letters printed with UV patterns, and
small objects carrying traces of someone's memories. Through the
gentle intermingling of these elements, the space becomes a site for

sensing the presence of others.

Life in Ogaki during the residency offered an embodied way to deepen
these concerns. Walking along rivers, visiting springs, and repeating
everyday routines, | felt unspoken rhythms and presences quietly
accumulate, becoming a time to once again entrust myself to non-

verbal sensation.

In the workshops, participants shared personal memories while others

listened and reinterpreted them. These fragments were transformed

Zhdanova.Alina."Resonant.Dialogue”

into collages, bodily expressions, and traces of voices, allowing
memories once enclosed within individuals to open outward. A
particularly striking moment occurred during the bodily expression
sessions, when "not being understood” and "not understanding” were
explicitly allowed. Freed from the demand for accuracy, dialogue
gained openness, and even without words, the distance between
participants began to shrink. It was here that what | call resonant
dialogue clearly emerged—a way of relating in which sensations

respond to one another without the need for shared meaning.

Letters Without Words ultimately seeks to propose another way of
facing the distances and separations produced by difference and
boundaries. This stance resonates with Jean-Luc Nancy's notion of
étre-ensemble (being-together), which does not assume complete
mutual understanding, but instead keeps relations open while
including irreducible non-understanding. The non-verbal dialogues
explored in this work attempt, through tentative gestures, to bring

forth such a sense of being-with.

Rather than excluding not understanding, accepting it as it is may
open perspectives different from relationships based on demarcation
and agreement. At the same time, resonant dialogue cannot be offered
in the same way to everyone. Bodies that hesitate to touch, sensations
that do not resonate, and moments of discomfort are also part of this
space. Questions of difference and boundaries may not be resolved
through empathy or consensus, but instead need to be held as

conditions that continue to waver.

Finally, I would like to express my sincere gratitude to the faculty and
staff of IAMAS for their warm and continuous support; to the RCIC
staff for their invaluable technical assistance; to all the workshop
participants who shared their memories; to those who offered
guidance throughout the stages of production and exhibition; and
to the student assistants who supported the installation. This project
was made possible through the support of many individuals, to whom

| extend my deepest thanks.
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Zhdanova Alina, Letters without Words

Okubo Miki, Ph.D.
Associate Professor,
Institute of Advanced Media Arts and Sciences (IAMAS)

The scientific study of memory has a long and complex history, and
its diversity is extraordinary. We are constantly captivated by memory
and have long sought to understand it. Memory dwells within me
and alongside me, yet exceeds my comprehension, stretching me
toward the past and the future, and outward toward the world and
the cosmos. In this sense, memory constitutes the very relation that

binds me to all that surrounds me.

Zhdanova Alina is an artist who investigates memory through a
wide range of media, including moving images, bodily expression,
installations, and text. She is also a researcher who earned a
doctoral degree through artistic practice centered on recollection

and forgetting.

Multiple approaches to the science of memory have been developed.
Neurobiology has examined memory in its physical and chemical
dimensions; cognitive psychology has focused on forgetting and
interference; and cognitive neuroscience has bridged these fields
to investigate memory processes themselves. Today, these domains
increasingly intersect with artificial intelligence research, generating
more refined discussions. At the same time, the philosophy of memory
has long grappled with complex questions. Memory fundamentally
involves epistemological problems of forgetting, error, and doubt, as
well as ontological issues that destabilize personal identity, inquiries
into the nature of time, and the inseparable relation between memory,
external memory supports, and cultural and social definitions.

I 1

Zhdanova's "Letters without Words" illuminates, within this multilayered
field, experiences of selfhood and non-selfhood, temporal perception,
and the technical nature of memory. By refusing verbal language, the
work activates bodily strata of memory. At the same time, by adopting
the form of a "letter," it becomes an act of externalization—an address

that moves beyond the self toward another.

| participated in all three workshops conducted as part of the
project. In the first session, participants were asked to identify their
"earliest memory” and trace a chain of related memories. Childhood
memories appear internal, yet they are also narratives continually
reconstructed through conversations with family members and others.
As recollection accumulated, sealed fragments surfaced, and forgotten
elements unexpectedly began to take shape. Unearthing memories is

not always a peaceful process.

Zhdanova then shifted the focus to "what cannot be recalled.
Conventionally, recollection refers to retrieving a lost past, but thinking
through what resists recollection reverses this logic. Bernard Stiegler

defined recollection (anamnesis) as a mediated reconstruction of

Okubo.Miki:.“Zhdanova.Alina:.Letters.Without Words"

internal memory traces through their interaction with external memory
supports (hypomnesis). Crucially, recollection is not mere reproduction
but an act of re-editing the past, generating new temporal layers.
Through this process, we recompose our own narratives in order to

continue living in the present.

"What cannot be recalled” was subsequently translated into bodily
movement within the workshops. This was an attempt to express,
through the body, memories that cannot be verbalized. The body
becomes a conduit between internal and external memory, a medium

that speaks through silence.

We usually narrate the past through language. As Plato discusses
in Phaedrus, writing grants us logical thought and external memory,
enabling the construction of civilization. Yet writing is also memory's
pharmakon—both remedy and poison. While verbalization gives
memory structure, ambiguity and bodily sensation inevitably slip
away. "Letters without Words" attends precisely to what escapes in

this process.

Much of our memory remains embedded in bodily layers that resist
language: breath, posture, touch, subtle movements. These sustain
life without being translated or passed on to others. Zhdanova's work
gathers such bodily fragments of memory and ventures to share
them without linguistic mediation. This act is inherently precarious,
temporarily loosening the boundaries of the self and allowing contact
with another’'s memory. Within this vulnerability emerges a fragile

universality; the possibility of empathy with that which is not oneself.

To be sensorial is to open perception and receive the world anew.
Memories are edited and narrated, and forgetting, too, exists as a
form of transmission. "Letters without Words" presents memory and
forgetting as a poetic space unfolding between language and silence.
Rather than preservation, memory appears here as a process of
reweaving relations through change, prompting viewers to reconsider

the form of their own memories.

Ultimately, the work suggests that memory is not the preservation of
the past but a creative process of reconfiguring relationships with
others. Through bodily recollection, memory exceeds the individual
and becomes an event of remembering together. At that moment,
memory ceases to be a static archive and becomes the movement

of relations themselves.

Zhdanova's "Letters without Words" visualizes this relational
understanding of memory as a significant issue in contemporary

media expression.
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