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Abstract

This thesis is a multi-media interdisciplinary mettion of an ethnographic investigation of
the development of art education, and its relahgnso identities at Tehran and Al-Zahra
Universities in The Islamic Republic of Iran. Thesearcher is a participant ceramic artist in
the study, and thus her studio-based enquiriepeaxtices are integrated with the processes
of observation in educational ethnography. Thisreaslted in the production of a number of
interconnected texts. These texts are visual alsasditerary, representing phenomena in the
research site. They are as follows:

a written report representing the participants, alesirating the complexity of art
educational practices in Tehran and their particst@io-political contexts:

o0 the staffing and curriculum structures since thédl&volution
0 gendered autonomy and identities in the procedsas education

o the role of the private ateliers, and Tehran Musefirf@ontemporary Art in
art education and public art

ceramic and video installations entitled ‘The Areblagy of self’, exhibited at The
Iranian Artists’ Forum or ‘Khaneh-ye Honarmandaam, international cultural venue,
by the invitation of Tehran Museum of Contempordmt. As a continuum of

methodologies and outcomes, these visual enquh@ase been instruments for
understanding the participants and further conabhd the dimensions of the
concept of identity at the site of research

a photographic presentation, and cultural docunfiemh Tehran, creating crucial
contemporary visual contexts

The multi-media approach has given the researchsighits into the qualities of the
participants’ common lived experiences, whilst aushg her own artistic and cultural
integrity in Canterbury leading to ‘The Archaeologly Self'. This integrated approach has
facilitated, and further provided an opportunity achieve intercultural continuity and
exchange with Tehran contributing to the curretttaties on art in the Islamic Republic.

Further, the thesis demonstrates that the concépdemtity is both tacit and fluid,
interconnecting the processes of art educatiorranihg with the individuals’ perceived
personal identities. The thesis relates that degpi socio-political constraints, especially
regarding women, whether through governmental @djcreligion, or tradition, there does
exist a rigorous critical and educational cultufeaoalysing, making and showing art in the
Islamic Republic of Iran.
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Chapter 1

Chapter One: Introduction

The strength of the idea of this interdisciplinayalitative study in art education in Iran
rotates on a triple axis: to investigate an unenqui@rea of knowledge in international higher
education, to contemplate how the processes ohitearand practicing art might affect

individuals’ identities, both in Tehran and in Genuury, and to facilitate inter-cultural

understanding and exchange between East and Wesigth the thesis, including the

researcher’s multi-media art.

The need for the enquiry

Although research in Education has a longstandiaditton, research in higher education
considering aspects of art and design training ratfatively recent developments. The

relevance of lived experience and art productiomdults, and its potential contribution to

wider academic discourses is increasingly recoghizeurrent debates in research (Elinor et
at 1994, Evans et al 1995, Greene 1995 and 20Q0&|9¥998, Ahlberg 1999, Marriner 1999,

Duncum 2000).

Further, Matrix Conferences 1 (1988), 2 (1993), @@95), and 4 (1999), initiated and
promoted by Central Saint Martins College of ArtdaDesign have led to a systematic
reappraisal of the importance of a research culiturall aspects of art and design higher
education (Greenhill 1997a). Discussions have naeti through collaborative initiatives
between the Royal College of Art, Wimbledon SchoblArt, and The London Institute at

‘CLTAD’, The Centre for Learning and Teaching intAand Design, in a series of workshops
in 2003-2004. Training and procedural guidelinegarding proposals, supervision, and
appropriate methodologies in research in art arengst the outcomes of these workshops.

In the field of ceramics, The University of Westistier hosted a one-day conference in 2001
to address the emerging research discourses iradiagpecifically. Whether concerned with
technological and applied materials research, ad iadustry, written analysis of studio
processes in producing fine art or applied artdpcd conception and product development,
and cultural/historical enquiry in relation to thes, attentions are directed towards a national
research discourse in the field of art and desigis study is located in the cultural/historical
category, with myself as the participant art-pitemtier and my work as the instrument for
reaching wider contexts in research. Interestinglych discussions are already registered
within the European discourses, calling for redeamcart and design education in Europe to
bring together institutions, individuals, and cud#ts, for the mutual exchange and extension of
ideas including art practices (Kessler, 1997). Rasearch Assessment Exercise, 1997 and
2001, have further linked such practices to thdthesnd validity of teaching institutions,
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Chapter 1

primarily because cultural/historical enquiries hant the visual arts might be ways of
enhancing the understanding of differing valueBdication (Evans et al 1995).

At the turn of the 2% century and the age of digital and mass medidajsation has to a
large extent meant the expansion of capitalismuiinomobilising work forces where labour
costs less. A desire for, and striving towardswaltunderstanding, and cultural collaboration
with the non-capitalist world, or the developingngo would serve us well in bringing new
dimensions to globalisation. In most cases makihgsanterlinked with lived experience and
the individual’s cultural heritage; in a culturadtorical enquiry such as this, relationships
between the local and the global, the individuadl &he human race at large, might be
illuminated. Enquiry into the processes of art edion in Iran shall provide opportunities to
locate, recognize, and understand spaces for diesrén cultures, and existences within
specific ideological frameworks. Further, art edigra by nature promotes a sense of
immediacy in expression, it allows the practitiorter make new and coherent imagined
worlds, it permits ideas to intersect rather thast yemain as parallels, and thus facilitates a
space to give credence to alternative realitiee@e, 2001 and 1995). The recognition of
such processes is the recognition of forms of dlolaenship, and would ultimately lead to
the softening or lifting of divisive boundarieswards a shared global discourse based on
understanding and common experience.

It is crucial that such expansion in global dise®srare supported, and built upon through
systematic in-depth observational research fronfighe. Consultations with Iranian and non-

Iranian scholars in the fields of art, social, gralitical sciences in the Middle East have

further suggested that research in art educatidnaim has not yet been addressed (private
communications: Dr. Venetia Porter, British Muse@001; Professor Asef Bayat, Laiden

University 2001, curators at the Barbican 2001}l #vat there is indeed a need for a pioneer
in the field.

Such considerations further coincide with my peatadnterest in the new generation post
1979 revolution fellow Iranians, and the globalagition of forms of contemporary art from
Iran. Iranian Cinema has had remarkable succes$esree and around the globe, particularly
in the West, winning a series of first prizes innit@, Cannes, Berlin, and Madrid in the last
two decades. It has attracted a large followingiadahe globe, and is analysed and discussed
in most progressive film schools from Japan toAheericas. Similarly major exhibitions by
Iranian artists at the Venice Biennale; the Seipenthe Barbican and the British Museum in
London; Paris; Berlin; the MOMA, Whitney, and Magbmitan Museums in New York, in
recent years have highlighted the sensibilities p&teptions of a nation, bringing them to
the attention of millions outside Iran. These esgmtomote a sense of enquiry particularly
because of their specific spatio-temporal contexts.
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Chapter 1

Academic research and cultural exchange are fudingported by Iran since the presidency
of Mohammad Khatami in 1997; he has communicatedtththe world through his visits to
the United Nations. In his addresses in Februarf§328nd March 2004, at the Iranian
Embassy in London, to researchers including mysatijnent scholars from the British
Museum, and London, Cambridge, Durham, Exeter, litdigh, and Manchester universities,
HE Morteza Sarmaddi, the Ambassador of the IslaRepublic, reiterated the need for
research in Iran in order to expand the dialogueden Eastern and Western civilizatibns
He stressed the importance of building culturatidgpes for the advancement of knowledge
and for the benefit of humanity. He further elatedathat collaborative scholarly work
involving members of both academic communitiesn laad Britain in this instance, would
create occasions for tangible cultural exchangavdn these nations in the contemporary
political climate.

It is crucial, in my view, that such aspirationg &aken seriously and attended to. Effort and
willingness on our part as members of academidtuisins should be communicated back to
Iran through research regardless of perceived adgedl difference and political limitations.
Meaningful cultural, scientific, and scholarly estiye and collaborations with Iran, no
matter how small in scale, will ultimately serve alt in softening and lifting ideological
boundaries towards developing an inclusive globstalrse. In a world of conflict, crisis,
and uncertainties, where we are increasingly fabgdelected and non-elected political
leaders to reach political solutions through unideding, research such as this contributes to
the understanding of the human condition. “Fullaokledge of the historical varieties of
human society” is recommended to us by C. Wrighiisvil aim to explore such historical
varieties through personal and collective expeesmaf the participants in this study (Mills
1970 P. 163).

Personal motivation

The need to participate, to make contributions hawvemall, and to be accepted as an active
member in society is part of being human. It hasnbeny ambition to be part of a critical
community, to contribute through my art, and to cwmicate ideas beyond my immediate
environment, geographical location, and disciplmart; research such as this is one way of
fulfilling those ambitions.

Personal experiences too, alert one’s sense ofirgngto ways of transcending the limited
realities of day-to-day living. Some years agotémadled a concert by two masters in Iranian

! This references President Khatami’s “ Dialogueween civilizations”, in his 1998 address at the
United Nations in New York, when after two decadépolitical and economic sanctions and isolation

from the West, The Islamic Republic re-emerged stsadegic presence in the Middle East.
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classical music at Kensington Hall in London. Tktatively small string instruments, ‘taar’
and ‘seh-taar’, were played by Reza Lotfi alterlyatd younger musician played the ‘daf’, a
very shallow but enormous tambourine with numeraunsl very fine small metal rings in its
inner wall tightly positioned next to one anothand bouncing. These men played their
instruments as if taking in their last gasps of pipducing extraordinary music. They lifted
and transported their audience in powerful charatsounds to imagined spaces above
heavens. And then, softly and masterfully brougleitt down again, with one synchronized
note. The words they sang, verses by poet philasspRumi and Hafez of 13and 14
centuries, implied life, and then life again. By tbnd of the concert | was so absorbed and
moved by the eloquence of these master musiciatd ttould neither speak nor move from
my seat. | was transfixed.

Such experiences had been part of my life befamoved to England; | had experienced
aesthetic charge and aesthetic emotion in my uginignin Tehran and would recognize them
there on. My adulthood in Damascus and Syria, myieg of age in Cairo and Egypt, and
my ‘art escapes’ to major sources of internati@aralsuch as London, New York, and Paris,
and all of Italy, had further enriched this bank aésthetic recognition. My cultural
experiences, whether literary, aural, visual, ordlation to human interaction had equipped
my senses to have the capability of absorbing agstltharge, and aesthetic emotion.
Canterbury, as the new location for my life, appdaio be barren by comparison. Besides, |
simply lacked the social language that was requifehe to be part of everyday living with
others. Unable to appreciate loft conversions, hertensions, artificial political correctness,
and submissive hierarchical and medieval codes dfaWour rife in this medieval
environment, | became increasingly isolated. ThgpCat Canterbury Cathedral was one
place where | was able to recover a sense of irmtigmand reflection beyond the mundane.
Desperate to learn to communicate and to contriasita newcomer, | turned to the study of
art, and working with clay specifically. It was its space that | recovered reasons to
experience aesthetic charge, so crucial to my sehself. Although | was aware of the
limitations of being oneself only in the studiofing class, | soon realized that the arts, art
history and theory, and my visual and sensory &geit both Eastern and Western, had to
form my future direction. This parallel world alle¢ my mind to flourish because of
difference, it further suggested that differencauight vitality. Indeed | discovered that the art
world, and art theory thrived and survived becanisthe newcomer and difference; it was
highly unlikely that | would leave this world hagmecovered it.

My point in relating the above is this: if my engagent with art education had re-energized
my critical and intellectual existence, as wellbasense of self or identity, might it not be the
case that a similar process could lead my compgatindran to a critical sense of their selves?
Reflecting on this initial enquiry prompted the hexestion. How might the processes of art
education be in Iran, a country which has beencpiadly affected by isolation because of a
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revolution in 1979, and has been forced to engage devastating eight-year war with Iraq

between 1980 and 1988? Gradually, but increasimighgcame evident that | should return to
Iran in order to see, hear, and observe the respdsthese questions in person. Although
securing entry to Iran between 1985-1997 had pravgabssible for me, new legislations in

Iran were in place to issue new and legitimate dwmitation for those Iranians who had a
further citizenship outside Iran; the path seeniedrc

The research questions

The circumstances related above clarify the conedptamework for this research. In terms
of the research questions, however, | soon realisadthe field was vast. There existed a
need to narrow the focus, and contemplate the alérimitations my enquiries might have.
In-depth analysis of socio-politics and socio-ecuis in Iran would be outside my expertise
and the scope of the study. Similarly, the evatuatf the teaching and learning processes in
art education in Iran would neither be of intertesine, nor part of my expertise. In any case,
establishing the standards and values against wkitdn ideas might be assessed are
impossible tasks; whose standards, and whose Zaltdere would one find the legitimate
tools of evaluation? Assessing the interconneatioimstitutional ideologies, and the notions
of 'high art' and 'vernacular art' would follow iengar reasoning. Placing any such focus or
emphasis on approaches to the enquiry would uléiyatxclude one group or another; it
would bear the danger of imposing the researchesplaced perceptions. Forms of counting
and statistics: the number of students and tutotheir ratio; precise numbers of hours in
various disciplines; percentages; and costing of@mmes and specific subject areas would
not be essential to my enquiries. My training aratpces in art do not promote the positivist
paradigm. Rather, | was interested in the studythef people, and their practices and
behaviours around art education within a specgirhaps even limited timeframe. This, |
believed, would throw light on human experiencéuniinate personal and collective
histories, and reveal human condition in contempolige in Iran. | wished to look for, and
locate the specificities in the building blocks thbse experiences and behaviours. Merely
counting those building blocks would be redundanimy view. Thus the research question
emerged as an interconnected enquiry as follows:

What is the nature of art teaching and art praetidéhat are the staffing and
curriculum structures for such teaching practicks@ how do these relate to the
students’ and tutors’ identities?

Within this framework, | would access the field agesearching artist, and conduct my
investigation at two significant universities inhifan. Al-Zahra University for Women would
be of particular interest because of its femalg stlident body, as well as being a renowned
campus in the region. Tehran University, becatisethe first degree awarding university in
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Fine Art in Iran. Within a specific period of tim#iyree extended visits in one academic year,
January to December 2002, | would attend lectunbserve 2D/3D studio practices; note
aspects of the curriculum such as the type of ety taught: Persian, Islamic, Arab,
Western etc.; learn about systems of organizatimh sas staffing; and contemplate the
relationships between art and identities, whetledated to theologies or not. | would thus
collaborate with the institutions and individuak a semi-participant observer documenting
experiences ethnographically, and assemble a repegd on a diverse array of evidence, or
data, to project the ideas implied in the reseguestions.

My role as the semi-participant researcher, howdwertame more significant as the research
processes developed, particularly because of thatailon by Tehran Museum of
Contemporary Art to exhibit my work at an importanttural venue and affiliated art gallery.
Both the institutions and the individuals | workedh had treated me as a colleague from the
outset, and had invited me to give talks and inBdreeminars. They had valued my position
not only as someone who might have a fresh eyeoliservation, but also a fellow art
practitioner who would be well oriented with theng@exities of studio-based processes.
Indeed the first question | was asked when visifliepran University to secure access was
whether | was active in the studio. | believe tibat they saw in my eyes a shared passion for
Iran and its cultural heritage.

The invitation to mount an extended solo show of work at the Iranian Artists’ Forum,
however, was collaboration on a scale | had neitlrgicipated nor was able to imagine.
Although my creative integrity as a ceramic amvsis thus recognized, to show the findings
of my enquiries in the studio in Canterbury, a highersonal visual-textual address of ideas,
tools, and materials at a specific time in my lifeplied forms of exposure | had not
contemplated. Such exposure would make subjeatapiiey my own engagement, behaviour,
and perceptions around the notion of art. Suchudgeons, the enormity of the commitment
required, and the possible consequences were indeeqging. The sheer physical and
logistic involvement in such undertaking regardlesshe time and physical effort required
for making the work, became apparent to me onlyesbme after accepting the invitation. To
imagine an abstract intellectual space for my wankongst the community of artists in
Tehran, as well as packing and transporting sevenadired kilograms of ceramic sculptures,
whose very essence articulated fragility seemedidr@as well as an impossibility. As
reflected in the title of the collection, 'The Aegology of Self' the subject of Chapter Three,
aspires to communicate an emblematic cycle: thejajance of life, traces of memories and
histories, strength, brokenness, and transcend&ic@f which, in idea and as concrete
objects, are suspended in space for the vieweeftect and expand on. | soon persuaded
myself that neither fear nor pride were constrgtivhad to set to work with sensitivity and
courage. This was what the participants, especihftystudent body who worked with me,
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deserved: a glimpse of the ‘first draft’ of the glsein fired clay, and a deconstruction of my
experiences and perceptions through my studio work.

Inadvertently perhaps, Tehran was creating a sfmcenutual reflection. If invitations to
talks and seminars by tutors and their student® wee very first steps towards creating a
meaningful dialogue around the subject of art trginthe invitation to mount a solo show of
my work was a major leap towards cultural contywand cultural exchange. No longer
would the textbook oriented guidelines and debeggarding the quantity of the researcher's
participation, semi-, full-, etc., be an issue. thar, a critical consideration of notions of
objectivity/subjectivity assumed a redundant poaitin this context, simply because Tehran
was creating a space to view the outcome of myhighbjective endeavours in the studio.
Thus, in real terms, Tehran determined the reseatohbecome a subject of enquiry herself,
her work part of the outcome of the research, &edthesis multi-media. The supervisory
panel in Canterbury encouraged these developmeants,further recommended that the
outcomes of my enquiries in the studio, and theugigs at the universities in Tehran should
assume parity, and be granted equal weight.

Research Setting: Tehran University and Al-Zahra Urversity for Women

Tehran University is the first degree awardingitosbn in art in Iran, situated in west
Tehran on 'Enghelab’ or Revolution Street. It isoalhe institution where the academic
cannon and critical excellence are set, and hg im the processes of education. Although
there are several universities in Tehran and irptbginces which award art degrees, the core
of art curricula nationally are designed by thecptimners and theoreticians based at Tehran
University campus. It houses eminent professors sofblars within twenty six faculties
including the sciences, social sciences, humanijigssprudence, law, the environment,
Industrial engineering, and politics, with a befliy planned site and gardens. Its student
body has played a major historic role in criticadlgalysing, debating, and objecting to the
actions of the previous and the current politicagimes in Iran. The 1979 revolution
mobilised a great number of student activists aedhahstrations, and marked Tehran
University campus as a major landmark and venuadeological debates as well as riots.
The site for the central congregation and debatding to the 1979 revolution, just opposite
the main gates at Tehran University, is now comekihto a large mosque where hardline
religious rallies take place every Friday.

University art education in Iran was first estalidid in 1939 (H. S. 1319)funded by the
ministry of higher education. It was initially had at the well known Marvi Khan School
premises training young clerics, and subsequentlye to its present location at Tehran

2 This represents the Muslim solar Hejri calendadlis Iran.
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University. The purpose built faculty and its lamyed well-lit studios were designed and run
in close collaboration with Andre Godard, the a@tti from Paris who had a consultancy
firm in Tehran. The Faculty has been expanded weséa variety of new disciplines in
addition to the initial disciplines of painting,udpture or stone carving, and architecture. The
curriculum comprised of two phases. The initial gheoffered a two-year training in
architectural drawing, painting in the style of theademy’ in Paris, carving, and art history.
Once the candidates successfully passed the rélexaminations, they would be promoted
to the second phase of advanced studies in artfaldudty’s high council or ‘shora-ye aall’
would then convene in the spring and autumn in eaademic year to consider the finals
projects for graduation.

The development of art education in higher edunatias an evolutionary process over seven
decades beginning in the late 1840s. The tranditn master/apprentice or ‘ustad-shagerd’
practices, leading to the institutional trainingdathe naturalist style stemmed from the
reformist vision of Mirza Taghi Khaan Amir Kabihe first prime minister to Nasir al-Din
Shah Qajar, who founded ‘Darol Sanaay’a, or theaad craft institute, in Sabzeh Meydaan
in the Bazar, and the ‘Darlol Fonoon’ as the finsbdern Polytechnic where engineers,
physicians, interpreters and musicians were traiaed painting classes were also given.

Traditionally the master-apprentice or ‘ustad-shdgsystem of training in the workshop or
‘karkhaneh’ were the means of transferring skillsgarding painting, calligraphy,
illumination, enamelling, and the design of roydicts, treatises, chronicles, etc. (Ekhtiar
1998, 1999). Such training processes were ofteh gugrded and exclusive family trades
facilitating appointments in the Qajar courts (1-A825), and the dynasties before them. The
Ghaffari family, of Kashan origin in central Irawere pivotal in establishing art training in
Iran close to its contemporary forms. As court feEimuring the reign of Muhammad Shah
(1834-48), Abul Hasan Ghaffari, Sani’ al-Mulk spéme years in Italy to observe trends in
‘academic’ painting and lithograph. His new traminiews and expertise were significant in
the establishment of painting classes as an acadeunsuit in Iran’s first European-style
institution of higher learning, the Dar al-Funuristdephew Muhammad Ghaffari, KAmal al-
Mulk, also court painter, founded the fine art sdhwr ‘Madreseh-ye Sanayi’ Mustazrafeh’ in
the mid 18008, where an autonomous fine art programme was offaiéd governmental
funding. Kdmal al-Mulk who was trained at the P&@&aux Arts also designed and founded
teaching art as a specialised subject startingeedrglary schools or ‘honarestan’. These
schools taught the science of painting ‘elme nafasdrving ‘hajjari’, and art history in the

% The date given for this is in the lunar Hejri calar 1329.
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style of the academy in Paris. (unpublished mampisccourtesy of the Public Relations
Department at Faculty of Fine Arts, Tehran Univigr<2002].

Al-Zahra University is the only national women’s iwgrsity, accommodating several
faculties including the Faculty of Applied Arts, eie male and female tutors teach forms of
the plastic arts and crafts. It was founded in 186dng the Pahlavi regime as The Institute
of Higher Education for Girls, built on the site msmall shrine and orchards in rural Vanak,
north west Tehran. This was through a specific tiongby a 18 century courtier for the
purpose of educating women, and not necessarihausec of Islamic ideology. It was
renamed for a very brief period to ‘Mahboobeh Metdih Institute’ immediately after the
1979 Revolution, and finally registered as Al-Zabhaiversity for Women in the memory of
the Prophet’s daughter. It has made higher edutatrailable to many young women whose
family traditions are not in favour of co-educatioh considerable number of the student
body at Al-Zahra wear the ‘chador’ form of Islanwover and come from the ‘traditionalist
and neo-traditionalist religious classes’ (Mirhassel999). Whilst some advocate the
hardline policies of the government and see the pcamas a site for expressing
fundamentalist views, very many, including the stud from the Applied Arts Faculty,
disregard or oppose such views and policies as ragdhey can. The Chancellor Dr. Rah-
Navard holds an advisory position with the governiyan issues regarding women, as well
as directing the PhD programme at Al-Zahra, andhieg theory at Tehran University. An
‘avant-garde' student at the Faculty of Fine AttsTehran University in the 1970s, she

* Towards the end of my third trip in Tehran, antiofsing substantial efforts and enquiries about the
history of the Faculty of Fine Art at Tehran Unisiy, | located the name of a scholar who had
researched and recently produced such a documiastng; with the Visual Arts Department secretary,

| found his timetable and waited for him in the bgb Approaching him when he appeared with some
of his colleagues, | introduced myself and asked ifiihe was indeed the person | was looking for, to
which he replied “yes”. | asked if | might be given shown a copy of such a document, or perhaps
have a few minutes to discuss its content. Thiexkhk sharp and witty professor of my own age
replied: “No Madam.....I am like the sun, the moond @ometimes | enjoy an eclipse. These days, |
am enjoying that eclipse and therefore, do not camoate!” Everyone laughed out loud, including
me. | was in no way offended. Realising that | was able to get any response from this scholar, |
made an appointment with the Head of Public Retatiat the Faculty of Fine Art housed in the
Architecture Department and explained how crudialas to locate some information regarding the
history of the faculty. He said he would see whatbuld do to help. Some days later | returnedhito t
office and was given, in a brown envelope, a copy beautifully handwritten text. | believe this stu

be the document | was looking for; it does not hav&gnature, however. | have since been able to

cross-reference the content of that manuscript dyla Diba's Royal Persian Paintings 1999.
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became an active political campaigner for the IgtaRevolution, embraced its new dress
codes, and has enjoyed a successful career asadenaic and political figure since the
1980s.

A brief historic context

As mentioned earlier in relation to the researclkstjons, this thesis will not attempt at
analysing the current political situation in Iramgr will it discuss details of recent political

histories. The participants’ views in Chapter Fotexts and spaces’, shall throw light on
events relevant to this study through relating rthpirsonal and collective histories. The
‘hejab’ or Islamic form of dress, however, mustliseefly discussed here since it is relevant
to Chapter Four, [Text IV] in this thesis, and tbes the lives of a significant portion of

Iranian women on a daily basis. This, | have basedersonal knowledge.

The 1906 Constitutional Revolution marks Iran’s msignificant intellectual and political
struggle for reform and modernization, having strin the mid 1800s with a change of
attitude towards language, and its simpler formasaige in literature. The debates regarding
women's issues, however, were first publicly adskdsduring the reign of Reza Shah who
ruled Iran from 1925 to 1941The 1927 public dress codes made it illegal fomen, at least

® Reza Khan, as he was known before he became kiag,said to be, by my close relatives, a
charismatic and fierce man. He was the Chief Condmarof the Army 'Sardar Sepah' and
subsequently Minister of War in 1921, the Prime istier in 1923, and became Reza Shah the first
king of the new Pahlavi Dynasty in 1925. The IslarRevolution in 1979 toppled his son the late
Mohamad Reza Shah. Because Reza Khan was the e@xndighbour of my paternal grandfather
Mirza Ebrahim Khan before he became Shah, anddnisking and swearing chum", many anecdotes,
some with historic elements, have been handed dows. | recall both my elderly grandmothers
speaking about the day women were de-veiled. Tipekes of their rage, and how they considered
Reza Khan responsible for this loss of integritliey¥ stopped going outdoors for a period of time an
stopped socialising with their friend the new Kisgtife. They chose to visit the public baths at daw
driven in carriages, in fear of their veils beingled off their heads. By the time my mother became
young woman, however, the idea of 'no hejab' wag@ted by many families. She told us how she
indulged in the new look, wearing fancy hats andtganade in Paris when she married my father. |
remember playing with her extra-ordinarily beadtifiandbags as a child. Their fine metal clasps, |
now understand, were in ‘Art Deco’ and ‘Art Nouvéatyles. Thus, in the space of a couple of
decades, there had emerged a ‘public’ culturalthg men and women enjoyed together; my parents
often talked about visiting the movie houses amrdtkteatre. | was introduced to such cultural aibtigi

as a youngster in Tehran.
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for a period of time, to appear in public wearihg traditional ‘chador’ the complete body
cover, and ‘ru-bandeh’ the perforated face covhis Was well received by many progressive
families who wished to openly educate their daugh& schools with a national curriculum,
rather than privately either at home or at religiamchools. A great number of Iranians
however, rejected such imposition at the time,rggp#ias an attack on their religious identity,
sense of tradition, and integrity.

Whilst the subsequent half-century had allowedi¢isee of ‘Islamic cover’ have a space to
evolve and be interpreted as a matter of choiamestactors within the Islamic Revolution
pressurised the regime to impose a strict ‘Islardigss code on all women in 1980. These
were contrary to the promises of Ayatollah Khomewhio had given his word, while in exile
in Paris, not to interfere with secular laws innlrdhe consequences of such a cycle of
illegalization (1927) and re-legalization of ‘Islamcover’ dominate social discourses in
contemporary Iran powerfully. Not all by any meabst millions of Iranian women and
indeed men, young and old, profoundly reject argkme the laws regarding any form of
Islamic cover today. Resisting such laws in pubpaces, however, proved dangerous as well
as illegal at the outset, in the first decadeshef Islamic regime. Women who did not
embrace this change would be attacked sporadicapyblic spaces by youth hardliners, the
'sepaah’.

In recent years, however, there is a sense ofdasimd ‘colour’ in the dress codes observed
by women. If one is not dealing with the governmaépffices, a loose and colourful scarf and
jacket type overcoat or ‘roopoosh’ might be enotghappear in public. The dress codes
observed indoors, however, can be as avant-gamiexpressive as anywhere in the world,
particularly intensified by the relevant forms dblgalization, and highly up-to-date because
of satellite television and the internet. This gheontrast in private and public conduct has a
multiple of dimensions in social behaviour, andrese consequences in social life. It spins a
web of mistrust/distrust and division.

Perspectives and paradigms

My enquiries as an art practitioner are based @yination and ideas; these are related to my
experiences and the knowledge of my art histotiegltage. The relationships between my
ideas, and the outcome of my investigations in glayor visual objects, draw on a set of
tools such as clay, twisted wire, kilns, kiln atiqploere, a range of temperatures for firing, and
digital cameras. These necessarily represent nuiptiiees and my sensory sensibilities.
Similarly, | have sought to create a tool kit whislould best assist me in understanding,
analysing, managing and re-presenting the phenomkeaae encountered in the field. Thus,
both sets of enquiries require specific tools ideorto communicate the bigger picture and
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construct the thesis. | have striven to be semsiind true to the participants in the choice of
my tools in the field.

As clarified in the Research Questions, this stisgdyoncerned with the quality of behaviours
around teaching and practicing art. | would suggjest the qualitative paradigm is the most
appropriate for my fulfilling the aims specified tine research questions, and the analysis of
the responses to those questions. It accommodatdsdologies, which are best suited to
social enquiry and the promotion of understandiBgnzin and Lincoln 2000, Schwandt
2000). Social science deals with the sociologigahgination including personal and
collective histories (Mills 1970); social inquiryniolves human activity, and engages and
interacts with that human activity, it is an “onggidialogue with different social worlds”
(Holliday 2002, p. 7). These concepts have led onadopt ethnographic methods where |
would watch, listen, and document the elements henpmena as related in the field.
Ethnographic methods enable me to relate the obdeand seen phenomena, or to come out
and tell the story as it really happened (ibid).

Whilst | am aware of the limitations in myself, nigol box’, and the outcomes of the study, |
would suggest that the qualitative paradigm hagdteime to work interdisciplinarily between
art and social science, understand and collaberiditethe participants, and produce a multi-
media thesis. In this, | have hoped to be exployatreative, and innovative, in my written
and visual texts, maintaining the vitality | asptiogn the entire research.

The structure of the thesis

Following Chapter One, Chapter Two will continueiteroduce and discuss the methods |
have undertaken to sustain the research procasaait further illustrate how | have engaged
with the nucleus of selected theories to constinterconnected structures for understanding
and reconstructing the phenomena before me. Chafjteee introduces the ceramic
installation ‘The Archaeology of Self. This is ttepace for projecting the researcher’s
response to the research questions as a partichpamtormal and visual perceptions through
the language of clay, and the structures she hapted for executing the body of work.
Chapter Four is collaborative in nature; it is axstoucted abstract space accommodating
multiple perspectives and shifts in ideologiesniinages and installs the participants’ lived
experiences and histories in interconnecting ctast€his spatial arrangement, ‘texts and
spaces’, aims to reconstruct the emerging strustafeéhe development of art education in
Tehran. It clarifies the relationships between thsearch questions, and the experiences,
views, and ideologies of the participants.

The ‘texts and spaces’ presented in Chapter Feur ar

Text I, Spaces of Transition and Transformation
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Text Il, Contradictory Spaces

Text Ill, Transparent Spaces

Text IV, a Space for Gendered Identities

Text V, A Space for Parallel Systems for Art Edumat

Further, | shall present a selection of brief tarede up of just a few lines which | shall call
‘llluminations’. The purpose of these is to throwghtt, as indeed is the case of such
projections in the design of illuminated manusayj@nd to reflect on shifts in perspectives
through short bursts of knowledge.

Chapter Five presents two documentary videos, ‘gt which was shot in Canterbury and
shown in Tehran, and ‘Deconstructing Alien Geogyaphot in Tehran. Whist these videos
create interspaces with the ceramic sculpture$he ‘Archaeology of Self’ in Chapter Three,
they are visual histories further interpreting ptevand the public spaces, forms of reflexivity,
and time. This is where the researcher exploresevgs-references her sensibilities, art, and
presence at the site of research.

Chapter Six will present the photographic docum@maof the study. This is a significant
historic and contemporary folio of photo essaysalwhshall orient the reader with seen
phenomena, or visual sociology, in Tehran.

Chapters Three, Five, and Six are presented ithéss in CDs and DVDs. | shall however
offer a small selection of photographs for Chap@ng, Two, Three, and Four in the printed
text, for the reader’s more immediate visual engzagd.

Chapter Seven will reflect on the interconnectidnideas in the thesis, and conclude the
thesis.

I have had to make difficult choices about whaintdude in this thesis because of the word
limit imposed upon me. | have determined that spamse to Tehran and my methodologies,
I would relate data, the participants’ views angexiences, at every opportunity available.
Detailed analysis of specific literature on cultudiscourses has thus been left out. The
design, and the elements of the thesis are emhteofatuch discussions in cultural criticism.
Ultimately, however, one is selective both in tieice and nature of the data presented. The
reasons behind the selections made, and the patisandf certain behaviours and ideas and
not others are not always clear cut. | am aware¢heffact that one’s intuition and life
experiences inevitably influence choices and selestmade. In Tehran, as indeed in my
enquiries in the studio in Canterbury, | have mae@sions and judgements according to who
I am, my spatio-temporal contexts and sensibilities this, | take full responsibility.
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Fragments, traces, pottery shards,

mindscapes and psychogeography
llluminated manuscript, ‘text and spaces’:

From the Khamsa of Mir Ali Shir, 1485
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Chapter Two: Context For Methodology and Theory

Introduction

The predominant structures for methodology andrih&o this interdisciplinary qualitative
study are from ethnographic and poststructuralsagigms. These form the investigative
framework for my enquiries into the developmentadf education at Tehran and Al-Zahra
Universities in the Islamic Republic of Iran, anarhsuch developments relate to the concept
of identity. My role as a participant artist-resgaer has been key in securing access in
Tehran, and has further influenced the range ohatstlogies and the outcomes of the study.

Ethnographic observation as an aspect of sociahsej is crucial in the study of humanity
and its social organization and culture. The ethaplgic observations in this research have
been my means of placing attention on the partitgdived experiences and their socio-
cultural organization in the context of art eduzatiThese observations have thus become the
initial tools for analysing and describing the dletaf the picture before me in Tehran.

The Derridean notions of deconstruction and difiéea within the poststructuralist paradigm,
have offered a further means for the deconstruatiothe ethnographically collected data.
They have facilitated the production of an abstigmdce in order to create relationships
between those observed, their experiences in tbialseorld, and their practice of making
meaning through art. As a result, the data has bemnstructed into a non-linear forum of
ideas, revealing traces of sensibilities and idgie® which | have named ‘texts and spaces’.
In the processes of investigation, the ethnographet poststructuralist considerations in this
study have evolved and interlocked organically imfimg one another and creating one path.
As a participant researcher, an idea well estaddish both paradigms, a practicing artist, and
significantly because of the invitation from Tehr@nmount a solo show of my work, the
studio enquiries in Canterbury are also part ofpffeeesses of investigation. They reveal the
researcher’s perceptions, not to be seen as ‘ogébut integral to the study. The sculptural
and video installations have thus acquired texstatus becoming integrated with the
methodologies, and forming a coherent part of lesis. The outcome of the study, therefore,
is a multi-media thesis of written and visual textsth 2D and 3D.

Below, | present the analysis of the framework #mel processes of investigation in three
parts. In Part One | shall bring together the nmghificant elements of methodology and
theory | have considered, clarifying their meaniagsconcepts in the context of this study.
This will provide a detailed account of my undensli;ag of these concepts, and their
relevance as research design tools.

In Part Two | shall illustrate how aspects of thetimodological and theoretical structures
have been implemented in the field as proceduréskm ideas forward, both in the studio in
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Canterbury and in Tehran. In Part Three | shaleotfon the processes of research as a means
for learning, and personal or professional devekampm

Part One: Key Principles in Methodology and Theory

Ethnographic considerations

Ethnography has been my primary guide and tootHeranalysis of phenomena in Tehran.
As a branch of anthropology, | have discovered @ghaphy to be a dynamic approach to
social research where perceptions are made thraloggrving human behaviour according to
what is said and done. Dynamic, because observatisacial behaviour in humans is, in my
view, witnessing one’s own kind on a journey of mp@ and continuity in various social
contexts. Further, the variety of observational Ifo@vailable to the ethnographer,
photography and video for example, facilitate tren$formation of such observations into
documents registering history. My aims in pursuthg ethnographic path have been to
record, understand, and represent the experierfcége articipants in the context of art
education, not criticising the researched bodyh&atl have hoped that the thesis would be a
reflective analysis of human condition, generatmew knowledge, and an informative
experience for the reader.

As a major point of reference, | copied the follogiistatement in my notebook prior to the
initial field trip to Tehran.

“In its most characteristic form ‘ethnography’ asoam of qualitative research
involves the ethnographer participating, overtlycowvertly, in people’s daily
lives for an extended period of time, watching whappens, listening to what is
said, asking questions — in fact, collecting whatedata are available to throw
light on the issues that are the focus of the rebe&thnography shares parallels
with scholarship in the humanities and the artscivifiave themselves become
an increasingly important influence on social resed (Hammersley and
Atkinson 1997, p. 1)

This statement has consolidated the notion of ebfen as a scientific and intellectual tool,

making legitimate my observational skills as anisgrtand allowing these skills to be

implemented as tools in social science. | am padity taken by the similarities between

observing the world towards conceptualisation @aglin my art; and the observation of
humanity and phenomena towards hermeneutics ilivéek experiences of the participants in

Tehran. Both disciplines rely on observationallskih order to understand concepts, to gain
perceptions, and to construct outcomes.

Through my readings, and in the process of reseaitive become aware of the critical and
reflexive approaches in ethnographic observationitic&l ethnography problematizes
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normative and universal claims to hermeneutics tnth (Carspecken 1996). It validates
interaction between the cultures and contexts efrdsearcher and the researched, moving
beyond the ideological constraints of Western amoh-Western behaviours. It resists
‘Otherization’ (Kincheloe and McLaren 2000).

Reflexive approaches in ethnography consider theogirapher as part of the investigation.
This, however, does not mean the mixing up of th@es of the data, but the researcher’s
willingness to be in situations where she mighbdle observed, viewed critically, and be
treated as data source. As pointed out by Kinchalo#® McLaren, the ethnographer is a
“unified subject of knowledge that can make hernigeefforts to establish identification
between the observer and the observed” (2000,1). 8lbcate the processes of my enquiries
in the studio, the outcome of my studio practiceséramics and moving image, and my
diaries, in such critical and reflexive ethnograptiocedures.

Further, reflexive and critical ethnography gairowgrd from critical theory in cultural
criticism. They are related to origins as diversehe critical traditions of Marx, the Frankfurt
School, Foucault, Derrida, and the feminist movemérere notions of power, liberation, and
resistance are contemplated (Ladson-Billings 2@06¢cheloe and McLaren 2000, Lincoln
and Guba 2000, Tedlock 2000). As methodologiedexiwe and critical approaches have
formed particularly significant and useful tools my observing and analysing the
participants’ experiences. The complex and multiplture of identities, diversities in
perceiving beliefs and traditions, degrees of malitautonomy, agency in structuring lives,
and resistance, have thus been explored. Suclsissaef particular concern and relevance
in our time at the turn of the ?I:entury, when individuality, nationhood, and @tiship of
the globe assume exceptional significance in saridlacademic discourses and debates.

Such considerations have further alerted me toctbeial relationship between my studio
enquiries in Canterbury and the question of artcation in Tehran. It has been in the
processes of making my ceramic sculptures [Chdfhese], and the processes of editing of
the video ‘My feet’ [Chapter Five], that | have liegad the significance and interconnection
between my art and my identity, and the relatigngi@tween the participants and their art in
Tehran. Whilst my ceramics have proved to be myn®meaf emotional and intellectual
survival, they further reference the participastsife to articulate their sense of identity. The
rhythmic journey of my feet in the video depicte gearch for an abstract landscape to relate
to in order to resist isolation. It has become rcleame that the participants’ engagements
with art in Tehran, similarly relate their searoh intellectual survival and self-realization. To
my astonishment many participants who visited th@asin Tehran pointed to the work and
told me they recognized themselves in the workh@lgh when making the sculptures | had
only imagined the female participants, several goomale students identified with the pieces
too. They expressed their desire to acquire thémey wanted to take them home. This

28



Chapter 2

intellectual emotional collaboration between mysatf an artist and them as artists, and
between understanding myself through my own wordk fanming a better understanding of
them through it, is at the core of my thesis. dlfina poignant revelation.

In the process of collecting data in Tehran | faaddghly focused critical stance from every
single participant; this has necessitated refleatnethods compatible with the demands in the
field. In contrast to the conventional and natstadithnography where politics are set aside,
critical and reflexive ethnography promote politicnsciousness creating a sphere of
knowledge mindful of notions of power and resise@r{&incheloe and McLaren 2000;
Tedlock 2000; Denzin 2000; Hammersley and Atkinsd®97). The socio-political
contentions from Tehran have needed to be locaitiinwsuch frameworks. As related
above, such developments have complemented thstiuastiralist ideologies relating to the
concepts of liberation, the empowerment of the viddial, and the understanding of
difference through contexts.

Finally, reflexivity has allowed me to create anticalate a personal space and a personal
voice in the thesis, rather than a distant insthal or corporate one. | have recognized this
as an opportunity for registering, developing, andlysing my thoughts and ideas, leading to
their further clarification and self-knowledge. Bleeare explored in my experiments with
music, as well as my video camera. My researcly dedates my sensory analysis of music or
sound in order to create an understanding of tteerglationships of form, rhythm, space, and
time. My videos in Chapter Five, use the psychiergjth of the lens to access my deeper
thoughts, revealing glimpses of my psycho-geogesplais if a visual ethnographic diary.
Thus, reflexivity has been instrumental in recogmgzpersonal experiences as the scaffolding
for the conceptualization of knowledge (Hammerslag Atkinson 1994).

Although listening, watching, and note taking haween the initial means of gathering
ethnographic data, a more varied selection of teel® introduced as the research developed.
The photographic documentation, Chapter Six, haklgd a considerable visual dimension,
context, and history. These images are remindesge@h phenomena, and the strength of the
individuals | have encountered in Tehran, witnegsireir certainties as well as uncertainties.
Tape-recorded semi-structured interviews and caadiens have provided opportunities for
creating a one-to-one dialogue with the participam order to document their lived
experiences as well as their voices. Mixed witls¢hdata are the sounds of Tehran, the roar
of the traffic, the occasional call to prayer by tmuezzin from the radio, the vendors in
Tajrish Bazar in north Tehran, and the poetry effleby one taxi driver. In order to further
register these presences, and reference ‘timefehd, as a future project, to incorporate these
‘found’ sound fragments, and compose a ‘sound piecustrate new dimensions regarding
the site of the study.
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These processes have been enlightening; they maNdeel me to approach the research site,
and subsequently the deconstruction of the dath,as@infidence and without the loss of time.

I have, however, reminded myself at all times t@atmatter how elaborate my tools might
appear, they are only there to reflect my aspinatiowards forming a fuller understanding of
phenomena before me. These tools have neithertbereasure the cultures of the researcher
and the researched against one another, nor nteredgount differences of approach within
the cultures of art education in Tehran and in &dmiry. My main aim has been to
investigate as fully as possible with the most appate and available tools in order to
understand and record diversities in existencess iBhexpressed succinctly by Geertz who
says:

“The uses of cultural diversity, of its study, dsscription, its analysis, and its
comprehension, lie less along the lines of sortingselves out from others and
others from ourselves so as to defend group iritegrid sustain group loyalty,
than along the lines of defining the terrain reasomst cross if its modest
rewards are to be reached and realized” (Geertt,20@3).

I have looked upon the ethnographic processedsmakearch as a joint cultural journey with
the participants in Tehran, hoping to increaseniegrand understanding of human condition
and common experience. Paradoxically however,stldeen in Canterbury that | have had to
Ccross uneven terrains as a researcher. Carryingremgiarch was more problematic in
Canterbury, with the territorial politics for acsesy kilns and materials, than accessing
knowledge in Tehran (see Appendix 5 and llluminagio & xii). This is because difficulties
or faults do not simply arise in interacting withetresearched body, as expected by many
engaged in research. Misjudgement, misguided baplgerooted prejudice, or misplaced
institutional anger and resentment towards theareber can easily occur at home in one’s
own institution. Although this has been damaginghave come to believe that such
misgivings must be a characteristic of educationstitutions anywhere. My experiences in
Canterbury have demonstrated this to me. Geertzepes research to be an arduous
landscape that must be crossed if only to reatseumpredictable predictabilities, which
themselves increase understanding. He considertatidscape as follows:

“Full of sudden faults, and dangerous passagesewhecidents can and do

happen, and crossing it, or trying to, does litttenothing to smooth it out to a

level, safe, unbroken plain, but simply makes Wsiits clefts and contours”

(ibid).
Paradoxes and frustrations, then, do exist andnastlanographer one notices them more
acutely because of sharpened senses. | have matethinographic observations in this study
to be an experience of contrasts and contradictioneuman behaviour. This has been
surprising as it has been difficult. | have comehe conclusion that such occasions are the
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moment for resilience and courage, and the momkeat the researcher must remain
determined to fulfil the demands of the researchuen. The metaphor of a landscape of
“dangerous passages” and of “clefts and contowsdmate with my experiences profoundly
and remind me that learning and knowing about stlee highly valuable, and might be
useful tools to know and learn about ourselves.

Poststructuralist influences in the study

Complementing the foregoing ethnographic approaclaesl their analysis is the
poststructuralist paradigm in contemporary crititedories and philosophy. Poststructuralism
refers to an inter-disciplinary movement: socialesces, politics, law, and linguistics
amongst others, suggesting alternatives to straiedtidiscourses, philosophies, and theories
(Benjamin 1997). Whilst it does not negate struism wholly, it problematizes its
absolutist convictions in logic, binary oppositipnkierarchies in meaning, and the
universality of western traditions in thought. ittroduces notions of space and time in
relation to difference in terms of contexts, anadider to determine meaning.

The adoption of the poststructuralist path hasnfigdenquiries to the Derridean concepts of
deconstruction and différance. Jacques Derridaigdphical education was based on his
analysis of phenomenology movement founded by Edntiusserl. This was an invitation to
place focus on the science of phenomena as detad@sdription of conscious experience,
without recourse to explanation, metaphysical ag$iams, and traditional philosophical
guestions. With such a philosophical backgroundiriba has put forward the concept of
deconstruction or deconstructive reading, alsormedieto as the ‘ethics of deconstruction’, as
a means of analysing human experience within tinests of space and time. As one of the
most controversial thinkers of the late twentie¢éimtary, his critical discourses are regarded
as a major contribution to philosophical developteen our time (Cohen 2001; Bullock and
Trombley 2000; Derrida 1998; Derrida 1997; Nor®87; Benjamin 1997).

In Derridian terms, deconstruction as a form ofiding literary texts into parts, or simply
categorising them under lists and headings, idilignithe complexity of their meanings. We
are recommended to pause, drop the hierarchic gisady thought in the form of canonical
discourses and traditions in literary texts, ankktap the reading and re-reading of their
margins looking for layers of meaning. Deconstittin its Derridean sense is not a form of
linear disassembling of parts, nor is it a systémacktracking and putting ideas sequentially
or chronologically. Deconstructive reading is ahiadl demand, it aims at revealing what
might appear insignificant and from a multiple @rgpectives. It attends to texts through
placing attention on difference and contexts sgatioporally. It takes into consideration
related histories, and critical circumstances irdeorto build layers of knowledge.
Deconstruction suggests that such qualities shdadd particularly noted, rather than
dismissed, it is about non-linear approaches imrdehing meaning, paying attention to
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contradictions, gaps, uncertainties, as well ataggies in textual or behavioural analysis. |

believe that illuminating these qualities in phero® will reveal dimensions of meaning

whilst reflecting on possible cycles and originstiebughts and events in phenomena. The
‘lluminations’ section in Chapter Four, for exarapis my way of sustaining the commitment

to the concept of deconstructive reading in additm the design and the presentation of all
other data in this multi-media thesis.

Ethical deconstruction, in my opinion, might alsean safeguarding the integrity and
wholesomeness of texts, recognizing their autonanyg, allowing for meanings to develop
and be determined in relation to other texts thhosglecting and positioning. In this way
meanings might emerge as ideas, and could be vidweamically from a variety of angles,
where the accepted norms of right and wrong midgt Be questioned. | suggest that the
process of selecting, arranging, or positioning pndiapositioning of texts, or phenomena,
would inevitably induce shades, and colours, andsequently multiple possibilities in
determining interpretations. In a way, deconstoctieaves room for a degree of open-
endedness. | welcome this open-endedness and wesikt totality and neat packaging of
ideas. This is not dissimilar to deconstructingaanping, where reading form and structure,
values in colour, potential textural qualities mlaur, their saturation and luminosity, and the
emotional power associated with them might be désteddl according to their positioning
(Elkins 1999). This way of deconstructing transfergolours into ideas, dealing with the
sensual qualities they might project in themseltles, qualities they might induce in their
neighbours, as well as a hermeneutic memory syRiemhe whole painting which would be
inclusive of their frequency or rhythm occurrenc8sich judgements may never be final
however, since the contexts of the painter andvibever, the context of the site of the
exhibition, and the quality of light might promdtether readings.

| believe the Derridean notion of deconstructiomsiat increasing layers of understanding
rather than making concepts over-relative or lichiteVherever the possibilities of
understanding increase, the nature and depth ohingalso increase, and contradictions
might also occur. Thus, multiplicity and contradhat in meaning create a quality which
cannot be static, is fluid, and might shift accogiio the angle or the perspective it is viewed.
| aim to present the data in Chapter Four with éhgsnciples in mind, multi-perspectively,
and hope that they might communicate numerous @et-ended interpretations or ideas.
This, | would suggest, will address the collectediadat once critically and ethically as an
ongoing discussion.

Interrelated to the deconstructive theories is tumception of ‘la différance’ as a
contemporary and politically alert philosophicaliemtation. It was first put forward by
Derrida in 1966 at Johns Hopkins University in pgraregarding literary texts and language.
This was further developed in his teachings andings in France and presented again in
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1968 with wider political bearings, more inclusiyelpplied to the arts, social sciences, law,
etc., aiming to acknowledge the dimensions of wodtures and identities (Critchly 1999).

La difféerance continues the deconstructive readifigexts whilst making references to

‘trace’, ‘mark’ and ‘time’. It analyses meaning phenomena to be at once different or
‘differential’ and ‘deferred’. Différance is a phetic re-arrangement of the words ‘differ’ and
‘defer’ as a marker or reminder of how layers, ¢sa@nd time might affect the meaning
(Norris 1987). Différance suggests, therefore, thatining must be considered relative to
time and space considering spatio-temporal quslitiéhis, in my view, establishes firm

relationships between meaning and layers of expegian social phenomena. Prescribed
meaning, or absolutism, is therefore redundant ha Derridean thought. What one

experiences recalls layers and histories in thalisiarchives, whether based on logic and/or
intuition. The notion of différance, therefore, ddehermeneutics to the shift and ‘movement’
(Cohen 2001) in meaning. This is how Derrida hirfnsefers to it:

Différance is a network of differentially signifygntraces of meaning implying
limitlessness of contexts; “the effort to take timsitless context into account: la
prise en compte de ce contexte sans bord”. ( @Qyitt¥09 p. 38, citing Derrida)

Whilst such contention of limitlessness of perampitarries the danger of over-relativism, it
nevertheless creates a space for contemporary ulsgo to become alerted to the
contradictions, complexities, and shifts in humamcpptions. | am further reminded of the
power of difference in perception which | discowkne my studies in art as an undergraduate.
The art world and art theory, | know, thrive onfeli€nce, survive because of it, and are
enriched by the differences in contexts and peraegt | thus recognise the potential fluidity
in the idea of différance, and | find it inspirinbhis fluidity is highly relevant to all aspects of
my work. As a multi-lingual and multi-identitieddividual belonging to both East and West
and part of a number of socio-political contextse thain of my ideas relate well to the
concept of différance, and are contrary to absgilaimd essentialist paradigms.

The reflexive and highly charged qualities of theriiean concepts of deconstruction and
différance have provided me with the tools | negéia ethnographer and an artist to conduct
the study, and manage the analysis and synthe#ie afollected data. They have alerted me
to note, record, and strive to understand the stiéd$l emerging from phenomena, defer
absolute meanings, and build upon new layers oivleage from the margins. This is evident
in my commitment to the production of data at evgpportunity possible, and is reflected in
my multi-source and multi-dimensional selectiontlbbse data. They include Tehran and
Canterbury, sculptures and videos, observationsiyatown institution and at Canterbury
Cathedral, presented in thkuminations. This multi-layeredness facilitates the means to
reveal the political and ideological positioningtbé participants. It allows me to draw on the
participants’ experiences and views even in theliass of the final chapter to project the
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extent, and the complexities inherent in the epislegies, hermeneutic, and intellectual
trajectories in the study.

Observing the continuum of methodology and theory

I have related above the two paradigms which fanen structures | have considered and
worked through to attend to the methodologies irms tetudy. As ethnographic and
poststructuralist ideas, they have become an &lsged and interlocked system providing the
scaffolding for the understanding of the enquirre€anterbury and in Tehran. Attending to
these processes of enquiry, their management, tHegonstruction/reconstruction or
synthesis, | have realised that theories as seideafs, and methodologies as procedures
engaging with those ideas, form an organic andimootis continuum. Indeed | draw on, and
illustrate this quality in theory and methodologhemever appropriate, and in a variety of
locations in the thesis starting in Chapter Onas Thsimply because it has become evident
to me that such processes create both workingtstas with architectural qualities, and
relationships which lead to new creative and e)gvesoutcomes. | share Derrida’s view
that:

“From the moment one separates Theorem and Pratere, considers

architecture as a simple technique and detachiesnit thought, whereas there
may be an undiscovered way of thinking belongingh®architectural moment,
to desire, to creation. A path which does not havee just discovered but to be
created and located at a crossroads at which k@iva departure are both
possible” (Derrida 1997, p. 319).

My attempt at creating the architectural momenthis research would be to construct a
forum, abstract ‘spaces’, at the heart of the amitthesis to present the deconstructed
ethnographic data as ‘texts’. As an autonomous mect these ‘texts and spaces’ might thus
be regarded as points of arrival as well as depadfiideas, also making room for the views
of the reader. Creating such a continuum of thepreethodologies, and outcomes, | believe,
stems from my training in art and creating art otgehrough interconnected processes. Its
clarity, however, | have re-discovered and obselvethe consideration of deconstruction
and différance, and their cyclical application ke tcollection, selection, management, and
reconstruction of the data into texts. This conimuof synergistic occurrence of conscious
efforts, and intuitive actions to grasp phenomemggssts that the processes of research in
their entirety are cyclic, possessing architectuyablities where one builds on distant
experiences and recent discoveries as scaffoldmdy siructures for understanding and
locating relationships.
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The development of the idea of ‘text’

In pursuing Geertz’'s contention that social actdehg in the world are “text-analogous”
(Geertz 2000, p. 17) and therefore are subjecthterpretation, | have grasped a firmer
understanding of the Derridean regard for the wlext. Derrida considers human activity
whether political, economic, historical, and soristitutional to possess meaning and subject
to interpretation (Derrida 1999). | recognize swdntentions, and would suggest that in
group or urban life at least we project ideas almutways of being which are considered,
adopted, and presented as actions or behaviouseggisg meaning. We thus determine and
communicate who we are or wish to be; we creats.tex

Simultaneously, in the study of the iconology otiant Irarff, of Susa in south central Iran
around the % millennium B.C. specifically, and interconnectedthe above contentions, |
have noted that before the emergence of formalstaddardized scripts the peoples of the
region selected, registered, and communicated idisaslly in texts. They did so through
drawing in brief and elemental but highly orderpdrhitive’ marks (early semiology), and in
the forms of amulets, seals, plaques, or tabldiey Texted their ideas in clay or bitumen,
registering for one another and for us as theurytsystems of belief, rituals, ambitions for
overcoming beasts, as well as counting and docungesiystems for valued possessions
(Harper et al 1992). Such iconography of my aneégteoples, and understanding the
significance of their acute modes of communicaabihe dawn of civilization, have further
consolidated my readings of contemporary developsnenthought by Geertz and Derrida
regarding the idea or concept of ‘text’. As a capsnce, | have determined to build on such
structures and consider the multi-media elementhisthesis as ‘texts’, where behavioural,
written, visual, and sculptural ideas have beersidaemed, selected and collected together,
ordered, and presented to articulate meaning, iboigr to the breadth of my findings, and
enrich the outcomes of the study. Moving image aricbbjects are amongst these forms of
texts.

My clay sculptures might be viewed as texts andhinip read and interpreted visually; they
communicate ideas and ambitions both on persombhsrhistorical levels. Collectively, they
depict a sensory cycle; intuitively they pursue jime or dance of life, strength, resistance,
fragility, brokenness, and transience. As ceranecgs, they are also constructed to convey
the seduction of clay and its plastic qualitieaatepting form and touch, the alchemy of the
hidden fluxes and oxides, as well as the transfoamal qualities in the physicality of the
firing processes. As an installation of ‘form andwement in space’, the suspended female
fragments further reference rhythms and intervalgime, and the wriggle for life and
expression | have witnessed in Tehran specifiaaiyngst the female student body. Further,
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the collection stands as a metaphor for memoriesafaic landscapes and monuments with
specific qualities of light, and with traces of feuwe structures from ancient cultures, as it
does for my personal history and cultural sensiedi Their title “‘The Archaeology of Self’
allows for gaps and paradoxes, interruptions andimaities, so eloquently articulated by
Foucault in relation to archaeology. He says:

“Archaeology is much more willing than the histoof ideas to speak of
discontinuities, ruptures, gaps, entirely new forwhgositivity, and of sudden
redistributions.” (Foucault 1972, p. 169)

These sculptures can thus be read and contempléifeid a multitude of perspectives. It is
my aspiration that on a universal level they migay tribute to their textual and sculptural
heritage in clay in early civilizations.

Similarly, the photographs from the campuses in ghely are texts. Al-Zahra University
students holding their painted self-portraits ionfr of them, for example, are visual texts, or
compositions and essays, which | have registeredynamera lens, ordered, and assembled
and represented in the thesis, in order to convegnings and ideas about them. These
collaborative constructions between the researched, the researcher are presented in
Chapter Six in order to communicate the strugglesd @iumphs of female students in the
study. Their paintings manifest their resistancel strife for autonomy, discussing ‘self’ in
partially clad bodies considered taboo in the mubliena and particularly problematic in
contemporary lIran. Photography here, discusses e#wographies and the space for
reciprocity through collaboration; it further acis a vital sociological tool to concretise
observations (Harper 2000). It allows the reseatsivsual observations to be transported to
an analytical space where they might be read andnd¢ructed individually or collectively
towards a discourse of resistance. As photo esshgyg, hold layers of meaning, depict
mindscapes, and evidence the created spaces fuy, laid resisting.

The taxi drivers, more fully considered in Chap&sven and the Appendices, make a
contribution to the idea of text through their dnadtories, which they have contemplated and
thought through for some time perhaps, specificgliyen to me to convey meaning. My
reason for illuminating their text is twofold. Riks by projecting their insights, | attend to my
commitment to the notion of the ‘Other’ (Derrida989, the ‘not included’, the ‘marginal’, or
‘the insignificant’ further implied in the concepif différance. And secondly, their
participation in the discussion is my way for f@tireflection and contextualization, and/or
cross-referencing, the socio-political analysisegivy the participants at the two universities
in Tehran. Their oral histories of recent and distgasts, their collective text, comes from the
‘outside’ world, the margins of my research sitet §peaks from the heart of society in Iran.
Their presence in this thesis is part of my stnateg deconstructing the bigger picture,
reflected on in the following statement:
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“To ‘deconstruct’ a piece of writing, or any ‘teXtr that matter, is ...to operate
a kind of strategic reversal, seizing on precisbbse unregarded details (casual
metaphors, footnotes, incidental turns of argumemtjch are always, and
necessarily, passed over by interpreters of a mah®dox persuasion. For it is
here, in the margins of the text — the ‘marginsattis, as defined by a powerful
normative consensus — that deconstruction discotlezse same unsettling
forces at work.” (Norris 1987, p. 19).

The written text in this thesis forms the culmioatiof events, thoughts, and procedures
throughout the study. The ethnographic texts pteaeselection of conversations, recorded
semi-structured interviews, and observations reggrthe art educational practices in Tehran
in response to the research questions. As a syrateg latter are spatially oriented as ‘texts

and spaces’ indicating cycles and origins of phesmmamin histories, ideologies, views, and

identities. Similarly, and in order not to furthieagment the data and to acknowledge the
integrity the participants deserve, | have pladegts and spaces’ in the heart of the thesis in
a constructed space, in a forum. ‘texts and sparesthus simultaneously methodologies for
relating the participants’ lived and common expeces, as well as outcomes forming the
discussion in this thesis as history. As an instiah of ideas in a constructed space with
multiple of perspectives, they are in symmetry vt sculptural and video installations.

In terms of editing and presenting these textspiricipants were informed that data would
be selected and not every part of those data woeldepresented in the thesis. | have paid
particular attention to translating the definitioinem Farsi into English. | thus believe the
participants would immediately recognize themsehesd their statements in these
translations. | also believe my knowledge, grasig, lave of English as well as Farsi, as two
rich and living languages with immense capabilitesl histories in poetry and prose, has
come to its own in my transmitting the spirit of athwas given by the participants. As a
native speaker of Farsi | have profoundly undexdtdbe participants’ articulations,
recognizing the depth and power with which theyvaeéd their views. As a proficient and
well informed English speaker with a grasp of timguistic and cultural training in art
discourses, | have sought not only the exact etgnvaf the terms given in Farsi, but have
aspired to convey the tone, the spirit, and thegudhe originals possessed. Such processes, |
would suggest, have been similar to a poet’s tatiosl of poetry from another language
where cultural meaning and impact have been predeithis has indeed made me a unique
researcher in Iran and in Britain.

Considering what each participant has specificallid in discussions and interviews, and
selecting those who are presented in this theslinwihe framework of deconstruction and
différance has taken eighteen months of contengplatiA great proportion of my

observations in the studios and lectures werelagtsand written at length in Tehran shortly
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after observations were made. Most of these haveb@en used, though illuminating and
highly valued teaching and learning processes. AQ® word detailed account of three
sessions with Dr. Javadi at Tehran University intheory class and at Iran Baastan Museum
is one such example. Dr. Azjand’s lecture in Tdktdr Mr. Daresh’s discussions in the
sculpture studio in Text I, are other examples nghithe contents of two-hour sessions in real
time, have been condensed into a representatiojustfa few pages. This | call ‘data
management’.

Specific and detailed conversations and tape-recbrohterviews were transcribed in

Canterbury. These too had to be selected primadbording to the line of my enquiry and

argument. Subsequently they were, patiently andh wikactitude, translated into English.

After a faithful translation was achieved, | higjtited, condensed, summarised, and
presented these in short forms as texts in Ch&uoter. Though ‘fragments’, these have each
been read, and re-read again and again to maketlsirgpecific terminology used by the

participants, and the tone and direction of thecl@hwere preserved. This is as much to do
with my integrity, as is to do with theirs. The ma and extent of the data collected have
simply been too great to present fully. Repetitjaared forms of direct questioning by myself

have not been included in these texts.

The emerging spaces for observing the researcher

So far in this chapter | have demonstrated howvehanderstood the structures adopted in
order to attend to the research questions, andviyethey have influenced the study as
driving principles. My engagement with Tehran, hgeme became even more significant
because of ‘The Archaeology of Self" exhibition ggated in Chapter Three. The exhibition
was held in January 2004, one year after the dmlecof data was completed, in the
particularly difficult political climate during theparliamentary elections, and when the
majority of the members of the parliament obsereetsitting in’ in protest against the
hardliners in the government. As a result of thiditigal climate the morning newspaper
‘Sharg’ which holds the highest daily circulationlran, and is famous for its socio-political
and art coverage was closed down by the governnmemethink its coverage policies.
Consequently, their extended interview with mysatfd David Shutt who attended the
opening of the show remained unpublished. The g is the significance of the invitation
by Tehran Museum of Contemporary Art at such difficimes, their commitment to the
artists they invite as the major sponsor of nali@mal international cultural events, and the
importance of my fulfilment of my commitment to Tah during these trying times.

The exhibition provided an excellent intellectuphse which gave the participants in Tehran
an opportunity to view, discuss, and critique tesearcher’s studio work as one version of
her thesis, and her artistic identity. The extehtheir opinions, noted in a book for this
purpose, are astounding in their analytical dimamsi They have expressed their responses
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critically, referencing the show’s potential palal message, its form as installations of
sculptures and video, emotionally in relation tomiléar iconographies, and their own
representation in the work. These joint experiermgsa result of the exhibition created a
remarkable context for reciprocity, and highly educultural engagement and cultural
exchange between the researcher and the reseabdusd including notable sculptors,
painters, critics, and the general public.

Prior to the commencement of the fieldwork, | haorked out that methodology must be a
strategic and systematic approach to making andagmag enquiries in response to the
research questions, in order to reach possible emssor ‘relationships’. | had contemplated
methodology to be an analytical process of invesiog, revealing the tool-kit of the
investigator. These would be my tools of ink anggraclay and kiln, tape recorder, camera,
video camera, as well as my intellectual tools d#ais and thoughts, imagination, and a
mental map for actions and procedures. These tbptceived, would be applied in order to
conduct the enquiry and illuminate ‘relationshipgsiad set off for the field highly focused on
the job at hand, the collection of data: watchimgl distening with interest, and asking
guestions to meet the demands of the study. | wadetermined to demonstrate a grasp of
what might be taught in Iran that | undertook algtaf iconography in Iranian art specifically
concerned with Persian antiquity and early Islahre Tdentity of such iconology is located in
the art produced in the contemporary period, theenkation of geometric forms in the visual
arts and architecture, and in textual analysisramian classical painting and calligraphy. |
wrote a preliminary chapter of 20,000 words on subject which | have not since used.

I had not, however, imagined that | would engagth Wiehran to the degree to which | was
invited. The participants, individual tutors andud#nts initially, and the institutions
ultimately, invited me to engage much more fullarhl had expected. This meant that |
would be exposed and become a subject of investiganhd possibly scrutiny myself. But |
realised very quickly that doing research is alboua flexibility in collaboration, courage,
and the ability to make decisions. | had to denmatsstto the institutions and the individuals
in Tehran that | was willing to co-operate througtstronger input into the processes of
research; | had to allow them to observe me. Indeaelcomed this level of communicating
with the participants, and the mutual ground fasexlation. Research cannot and must not be
a one-way journey. Reciprocity and collaborationpiy view, must be allowed for (Harper
2000).

This flexibility created an opportunity for estadtling mutual trust enhancing the quality of
interactions. It provided an opportunity to looktanthe margins of social spaces and
behaviours to create ‘thick description’ (Geertz391993, 2001). Accepting the invitation

from the students holding a life class in the paf their home, presented in Chapter Four,
Text IV, is an example of discovering such unigpaces and sources for thick description.
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The tutors too invited me to speak on a varietiopfcs. These include Mr. Daresh, sculpture
tutor, Dr. Javadi, theoretician, Dr. Kafshcian, Head of visual arts at Tehran University, and
Dr. Shad, head of painting and the director of MAgnamme at Al-Zahra University. The
topics included the concept of ‘identity’, modemiand Picasso’s clay works, art educational
processes in the UK, the development of my owntmex in the studio, and the current
trends in sculpture in Britain. Not only were thaterested in me as a fellow practitioner, but
also a trusted source with whom to hold a dialodnethese collaborations students were
appointed to book rooms and set up equipment an# tewards locating new knowledge.
Fortunately, | was able to give such talks becanfseny involvement and input into the
undergraduate and postgraduate studies at the éptifiment at Canterbury Christ Church
University. | managed to collaborate with the studédo collect slides locally and arrange for
an urgent delivery of slides to Tehran from Canieybthrough the Graduate School. My
own collection of slides on the development of mragen, the clay works by Picasso, and the
development of my own work were enthusiasticallgereed by trainee painters and
sculptors, and their tutors.

Methodologies, then, are evolving concepts andge®ses. They are as much about what one
is prepared for and has considered in the planamd) design of the research, as they are
about what comes into focus and emerges in the: fiebecame clear to me in Tehran, that in
order to sustain an energetic and robust flow in aoijvities as a researcher, | had to be
prompt in learning how to work with the participgnimake decisions and implement those
decisions to the best of my ability on the spotitéimately, my training as a practicing artist
dependent on primary research and intuitive peimeiave prepared me for such processes.
As an artist | am challenged by my tools and maken a regular basis and | have to make
prompt decisions one way or another in order togmedamage to the work. Having worked
with clay where humidity and temperatures, bothhia studio and in the kilns, can make or
break work, have proved to be excellent trainirgisl a question of transferring skills
intellectually according to the context. In Tehréras been about earning the participants
respect, and gaining their confidence through boliative projects, and in order to be
allowed into their spaces; insights similar to ¢hdescribed by Geertz:

“Working familiarity with the frames of meaning Wih which they enact their
lives does not involve feeling anyone else’s fegliar thinking anyone else’s
thoughts, simple impossibilities. Nor does it ini@oing native, an impractical
idea, inevitably bogus. It involves learning how,aabeing from elsewhere with
a world of one’s own, to live with them” (Geertz®Q p. 16).

40



Chapter 2

I have lived outside Iran since 1979, but | havptkay knowledge of Farsi and cultural
heritage alivg indeed a driving force in my intellectual devetmnt. Nevertheless, | found
the prospects of giving talks at Tehran and Al-Zabniversities daunting tasks. It occurred
to me that | was at once the same and differetthégparticipants in Tehran; language and
politics have both evolved in my absence. Consdtyjuénspent hours preparing what |
wished to say in my talks, and how | would say found myself consulting dictionaries and
encyclopaedias searching for contemporary defimtidearning and practicing the current
academic terminology, and familiarising myself watademic discourses in my discipline in
Farsi. This type of involvement has not meant thatways support and hold the same
ideologies as the institutions and the individualdehran. It certainly does not mean that |
agree with everything they do, but it has beenflorteand willingness on my part, an ethical
commitment in the process of research, and an pttenmovercome ideological boundaries to
try and see from their point of view, resisting ‘Madingualism’ and ‘Otherization’ (Derrida
1996).

As clarified above, the processes of observatiothis study have not been reserved solely
for the participants in Tehran. Indeed, Tehrantegtapaces where | might be observed too,
and | have no doubt that the participants were eveped to view my art and behaviours as
subjects for enquiry and reflection. Further, | &deen prompted by Tehran to examine my
own personal identities and sensibilities in tharse of the study as part of my reflexive and
critical methodologies. Geertz analyses this assthdy of our own culture alongside the

cultures of others. He says:

“The study of other people’s cultures, and of onelsn as well, involves

discovering who they think they are, what they khimey are doing, and to what
end they think they are doing it, something a gdedl less straightforward than
the ordinary canons of Notes and Queries ethnogramhfor that matter the

glossy impressionism of pop art ‘cultural studiesguld suggest” (Geertz 2000,
p. 16).

Unpredictably perhaps, | have endeavoured to exaitia relationship between music and
the sensory or sensual consideration of the corafegpace. The following extract from my
‘research diary’ relates this investigative ideadp the formal development of the ceramic

| am indebted to my volumes of Persian poetryhtimtthe poets of 2, 13", and 14 centuries, as
well as modern and contemporary poets such as Nimoahij, Forough Farokhzaad, Sohraab Sepehri,
and Shaamloo, for sustaining my ability to readramsi and imagine the abstract. The global language
of the New Iranian Cinema, but particularly the k®iof the film director, photographer, and poet
Abbas Kiarostami have reminded me of a rich cultinexitage, whether visual, philosophical, or

written.
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sculptures in Canterbury, b) imagining the possipatial qualities of the installation in
Tehran whilst making the sculptures in Canterband c) the implication of the concept of
abstract space as means and ends of organizingrasdnting the ethnographic data as an
assembly of texts.

Research Diary, August 2003:

In order to develop my understanding of spaceratissensual space, | have put
myself through an exercise of imagining and exangra sense of space through
music. This, | have achieved through listening pecific pieces of music
repeatedly and in consecutive days and weeks, bivgn on the floor with my
eyes closed.

J.S. Bach and Ludwig van Beethoven have been therreaurces initially. |
have also pursued my enquiries through contempatasgical music from Iran,
and the deconstructive mathematically oriented mokBSteve Reich (Bang on a
Can: New York Counterpoint, Nonesuch 2000). ThroBgkh'’s Cello Suites 2,
3, and 6 (Rostropovich 1995, EMI), | have developestnsual understanding of
structure, somewhat timed space, or an open acthigé space with
mathematical rhythms in horizontals, and verticalsing. This has
communicated emotional transcendence. Followingdhexercises | consulted
writings on Bach regarding ornamentation or the&k la€ it in his music; the
minimalisation of the surface ornamentation in myrkv references such
readings. Through the opening movement of the skachin Beethoven’s only
opera Fidelio (von Karajan, Berliner Philharmink&MI 1995), | have
developed a sensual understanding of arrangemeciisse and vaulted space as
if in a catacomb... | have sensed the pressure pys$pace or atmosphere
down, in a circulating, lingering sensation. ‘Time this instance has been
determined in terms of sounds that are near, anddsothat are far in the
orchestration. In classical Persian music, of whiam an avid follower, | have
contemplated a vast inner space of psychologicalitegs as if in dialogue with
great mountains if not the gods. Although my knalgke of musical terminology
like rhythm, harmony, melody, and colour in orchasbn have not been much
affected through these practices, | have becomeeawfarelationships of space
with form and movement, time, interval, and repetirhythm. These have, in
turn, enhanced my senses and ideas around forriditysoand movement or
‘dance’ in space. | have also realized that in Brshng space one considers
time, hence a forth dimension, and that the earsarea time through sound. |
wonder how, or if it is possible at all, to apphetidea of space to my writing!
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Such musical investigations have aided the visai@is of my sculptural forms in space in
the way each piece relates to the space it occughiesvay it holds that space, and how the
pieces relate to one another spatially in the fiagiian. Consequently formal relationships
between the objects, individually and collectiveind space are generated, interrelating
rhythms and intervals. | have no doubt that thegtesf my sculptures and the editing of the
video, ‘My Feet’, have benefited from these sensmgjuiries. The success of the installation
in Tehran, a constructed space of a metaphoric wuthén which the sculptural forms were
suspended in columns and at angles, depended sa thasical exercises. The outcome of
such invented and adventurous methodologies, hawex¢end beyond the articulation of
visual and concrete space in my artwork. They &e @ means for acquiring the confidence
to deconstruct and view ethnographic data spatadty multi-perspectively. This would be an
architectural metaphor potentially capable of hwdbther spaces, an abstract intellectual
space where the voices of the participants migigldeed textually in relation to one another.

The sites for observation, developing the idea o§pace’

In the processes of the study | have become inagigsaware of the shifts in views and
perspectives, locations of ideas, experiences, Hre sites for investigation. This
consciousness has been relevant to both my engjasean artist, in ‘The Archaeology of
Self’ for example, and as an ethnographer lookorgirisights in phenomena as it unravels.
As a consequence | have developed an understantlimigstract or conceptual space where
recent or distant histories might exist simultarspwor in juxtaposition, creating varied
textures and meanings, and sometimes leaving camte$ and residues of ideas behind. The
statement presented below articulates the potential the concept of space as a location
capable of imagining and holding the complexitiegleas and phenomena:

“Space is becoming the principle stake of goalaled actions and struggles. It
has of course always been the reservoir of ressusced the medium in which

strategies are applied, but it has now become $ongetore than the theatre,
the disinterested stage or setting of action. Splm@s not eliminate the other
materials or resources that play a part in theaspolitical arena, be they raw
materials or the most finished of products, be thegginesses or ‘culture’.

Rather, it brings them all together and then ir@se substitutes itself for each
factor separately by enveloping it.” (Lefebvre 2003410)

Whilst this statement consolidates my understandirthe concept of abstract space, and the
spatial orientations | have considered in orderetate the ethnographic texts, it has further
alerted my attention to the potential fluidity betsite of research, and overcoming perceived
boundaries in its location. Although the most obgisites for observation in the study have
been marked as the campuses of Tehran and Al-Aahirgersities, considering the site of

research as fluid has facilitated the coming togietii a number of new spaces including the
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tutors’ ateliers, a life drawing class in the homk one student, Tehran Museum of
Contemporary Art, The British Museum, my studiddanterbury, the interiors of taxis, ‘The
Archaeology of Self’ exhibition, the architecturigteriors of the shrines at Tajrish and
Mashad, the archaeological sites at Estakhr, Nad2bstam and Persepolis in Southern Iran,
and the Crypt at Canterbury Cathedral. Such siiftecation might indeed suggest shifts in
perspectives pertinent to my deconstructive metlogikes attending the margins of texts.

Further, my studio in Canterbury has become a sfgaethnographic observation and part of
the ‘enveloping’ research site, with myself asri#search instrument. Methodologies and
theories related to my creative energy, and thdimamm of ‘idea-process-idea’ have been
activated in this space resulting in data in thenfof ceramic sculptures and moving image.
This is the space where the fragmented formal temliand the worn ‘relief’ surfaces of a
handful of ancient pottery shards from ancient $zmages have been studied, internalised into
a mindscape, and imagined as new surfaces refagengy own body. This is also the space
where my feet have narrated my psycho-geograpkiéma a search for new surfaces to step
onto. The journey of the dancing feet, or the walkart and self-realisation, engages deeply
with the participants in Tehran on their searchdubed by 75% slow motion, this
ethnographic document has unravelled and projdbegrivate, intimate, and tight space of
the studio in Canterbury on the wall of the pulaiit gallery in Tehran. It has questioned the
much guarded notions of ‘the private’ and ‘the peibh Iran specifically through the sensual
and symbolic implications of the naked foot. Thevate life class’ in Chapter Four, [Text
IV] is yet another private space brought into thgearch site, in symmetry with the above and
to discover new layers of knowledge relating tofheticipants’ experiences.

I would thus contend that for an ethnographer tteecf observation is an evolving and fluid

space, with the possibility of shifts in locatioasd more abstractly, shifts in perspectives.
This fluid site is where the observer might congirher task noting subtleties and overcome
hierarchies; also where the social actors mighfopertheir social acts in particular places at
particular times (Schwandt 1994). The researchtBite comprises corridors, university car
parks, ateliers, galleries, researcher’s studiffeecshops, taxis, and other public or private
spaces where the processes of enquiry might cantimat through metaphoric binoculars but
through being present and witnessing phenomenghdind. The research site in the
gualitative paradigm, in my view, can only be a mémap of evolving and shifting spaces.

Part Two: Deconstructing the researcher’'s methodolgical behaviours

Personal conduct

My conduct as a researcher, and the respect Ifboldhe institutions and the participants in
Tehran constitute a very important part of my mdttogies. Institutions operate in particular
ways and have particular procedures and codes tafvimur; the researcher must patiently

44



Chapter 2

and, in my view, respectfully follow such procedsiend acknowledge the professionalism of
the researched body. Only through such conductthalresearcher win the respect and the
trust of the researched body in return, be theviddals or institutions. Prior to my first visit
to Tehran | had been warned by so many that ngutieh in the Islamic Republic of Iran
would be accessible; that the doors have beenctlfisethe last 25 years; that obtaining
permission to observe the conduct of any univerisitiran would be impossible, let alone
Tehran University; that even if | were to be grantecess and permission to conduct my
research, it would not be safe and it would berinfged and | would be accused of
espionage; and that ultimately my data would bdisoated from me and | might end up in
prison. None of these predictions have taken pldogever, such thoughts did not leave me
until the last moment in the airport when | cometethe third visit to Tehran. My fourth visit
to Tehran from late December 2003 to early Febr@864 was to prepare for, and install my
solo show, and therefore the data collected was different nature to my earlier trips not
involving extensive notebooks, tapes and tape-terpand numerous rolls of negatives and
newspaper articles.

At the outset of the research programme, long keforiving in Tehran | composed a
courteous letter of introduction to the Director Téhran Museum of Contemporary Art,
whom | did not know, on behalf of the Director oé$earch at Christ Church, introducing me
as a research candidate. This is the only perdwdla name for, so it was sent to Tehran
three months prior to my introductory trip in thest days of December 2001 to access
permission. When | actually arrived at the deskhaf personal assistant to the Director of
Tehran Museum of Contemporary Art, her staff lodatee whereabouts of that letter on the
computer screen and acknowledged that they didahtfave it on file in their International
Office and that they did know about me. | foundthiecision and transparency in attending
to my enquiry impressive.

Within two weeks from that day and a few days befowy return to Canterbury | was given a
short slot to put my case to Dr. Sami-Azar, theeBlior of Tehran Museum of Contemporary
Art, who grilled me about my credentials and edioceal background and artistic discipline
only to politely object to my asking him for heldowever, | insisted that | did not know of
any other source, and that he was my only hopeulsecae knew who | should go to in the
universities | was hoping to work with. This led dovery short note of introduction to the
Head of Visual Arts at the time, Dr. Hosseini Ratl,Tehran University. He received me
austerely but politely and the first question hkedsme was about my studio work and
artistic engagement. This was highly significantdese | believe Tehran accepted me to
proceed with my research primarily because | amllavi practitioner, an artist. The second
comment that Dr. Hosseini Rad made was that “rebeiargood for everybody involved”. It
was Dr. Hosseini Rad who gave me the names of trector of International Relations at
Tehran University, the Dean of the Faculty of FiAes and Architecture at Tehran
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University, the Chancellor of Al-Zahra Universitgnd finally the Dean of Applied Arts at

Al-Zahra University. He suggested that | shouldtevto each of them when | got back to
Canterbury with a copy to him and explain the ratof the research. | did so and three
months later, March 2002, when | returned to Telnanas informed that | must also submit
my research proposal for scrutiny. By the third kveeApril 2002, having spent a total of six

weeks in two trips, | was officially a researchérTahran University and seconded to Al-
Zahra University to carry out observations.

During these weeks, | waited in lobbies and sedetaoffices for hours, for just moments of
interaction fulfilling the procedures required byetstudy. However, | do not believe that
those long hours and days waiting behind doors wergted, exhausting though they were.
They provided a process of socialization and indrainto the field. It is probable that |
consciously and subconsciously renewed and regutateuse of language, analysed degrees
of formality as well as informality in social behaur, familiarised myself with political and
social discourses, and formed a deeper understodidress codes. | managed to work out
an appropriate and personal dress code as | stbaat in various spaces at Tehran Museum
of Contemporary Art and The Visual Art Department Teehran University. | noted a
complete code of dress for women and men, justuigiravatching: from the tea-lady, junior
secretaries, senior female administrators withtgrathority, female art critics and newspaper
columnist, and female curators, to the male artigtgh powered designers of grand schemes,
and many national and international guests thaugated those spaces. | did this with great
interest. (One part of these descriptions from egearch diary can be found Appendix
One). | have no doubt that such observations helpedontleink about who | was in Tehran,
at least as far as my appearance was concernedl fohwork at the universities and with
male and female lecturers and professors who werglynpolitical appointments and not
museum curators and art critics. | wanted to sastay role as a serious, enthusiastic, and
respectful researcher. | decided that my passioodiourful scarves and shoes had to be kept
at bay. | was not an artist nor an art studentahran, | was primarily a researcher trusted by
the Iranian Government, whose employees mighthjage to drop in on a lecture on theology
given by a cleric. | chose a black headscarf fa timiversities and kept my long dark
aubergine colour coat as a uniform. My large bisloéulder bag could take all my equipment
of several pens and notebooks, diaries, camera rémorder, photographs of my artwork, and
some apple juice for those intervals in Ramadam ntonth of fast. | did not find this dress
code in anyway uncomfortable or unacceptable, & part of the job, | simply got on with it.
Fashion in Tehran is a big concept, but | neithad ithe time nor the interest in being
fashionable. | make these points here becauseatteeliighly relevant to relate; | have been
guestioned about my conduct and dress code on ousiaccasions by many different
people but particularly researchers.
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| believe, however, that my very first communicatiwith Tehran, the letter signed by the
Director of Research, was the single most imporséep in my methodologies. | believe that
its courteous and respectful style, and its quastriaking a contribution to knowledge were
appreciated by its receivers. | am in no doubt that waiting of hours and days for the
introductory procedures to take their course pregbane for my return journey to Tehran, in
late March 2002, and working closely with the pap@nts at the universities.

Planning and programming the collection of data

The process of collecting data depends on metisuioe keeping and constant planning and
re-planning, always looking ahead in order to l@gyefor diversions. It is my experience that
diversions do emerge and no matter how well prehageents do not necessarily develop
according to plan. In research one is ultimatelglidg with other human beings who have
their own rhythm, personal agenda, and micro astitutional politics to consider. In Tehran

| was an outsider and remained so, consequenthaffietted directly by the micro/macro
politics of the individuals and institutions. It wid be too naive, however, to think that they
did not exist. This was demonstrated to me padrtylpoignantly during the processes of
studio research in Canterbury when the ceramiay waused psychological problems, my
studio space was vandalised, and my drawings wessimg.

Time keeping has been a crucial element in achiethe research goals. The planning and
securing access to the institutions in Tehran vedsesed at the end of my first term as a
research student. | took advantage of the Christineak in 2001 and spent three weeks in
Tehran introducing my proposal and myself. Subsetiyel arranged two further field trips
to collect data, in the spring and the autumn @2Z@or a duration of nine weeks each. By
January 2003, | had completed the cycle of threigsvio Tehran and had to begin making the
work for my exhibition. The research and the makofgthe work, approximately 400
kilograms of fired clay; the processes of makingl &diting a video; the packing of the
fragile sculptures; and the shipment of the workT&hran by December 2003 required
meticulous planning and perseverance. | projectaged; each stage of the task had to be
timed and completed in a carefully planned manwailst technical process, and costs were
noted in a log book.

Time keeping in Tehran during the period of datilection was of a different nature, largely
because of the traffic problems but also becausthefoccasional change in institutional
procedures. | soon learnt that some classes arrégsthave small margins of delay routinely,
and that | must consider these delays in my planndetermined to keep an eye on my
budget, I used the reasonably priced public tramsgiahe outset; these were the communal
route taxis or ‘kerayeh’, and the very full busesoon realised, however, that | could not
sustain this, and exhausted from spending an awevhthree hours per day in the traffic, |
changed my transport policies subsequently. Privatelephone taxis travel within the same
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crowded routes but one is picked up at the doothes@xtended walks from home to bus/taxi
stations could be avoided. Although | was neves lsfore using the telephone taxis, using
them allowed me to be where | had to be five tonmutes earlier than the other participants.
This was important to me; it gave me time to draeakh from my journey and be ready for
my tasks at the Universities in good order, andtioning. It was part of my strategy to be at
work early and appear ready and enthusiastic iard@maintain good social contact. In this
way | managed to be there and become part of #escather than arriving a few minutes
late and drawing attention to myself. The Dean laZ#&ra commented to me that wherever
she looked, | was present! Although | took thissasomplement, | knew that it just seemed
like that. The fact was that | felt privileged te b researching artist, and since | had been
given the permission to be at these institutiomsshed to adopt strategies that would enable
me to use my time in the best possible way. Makinge that | would arrive a few minutes
earlier and leave when they did helped my status @sleague, and a co-worker. | kept to a
schedule of two full days per week at Tehran Ursitgrand two mornings, or one morning
and one afternoon at Al-Zahra University. Theseldawt always be the same days, since
different tutors came in on different days. | digltb keep at least one day per week at Tehran
University, and one afternoon at Al-Zahra Universis a constant. These became my days
when the students or the tutors could locate mthercampuses, should they wish to discuss
particular issues. | had requested that they didcad my residence, unless absolutely
unavoidable, because | might disturb my hosts yndul

The two days at Tehran University would be spentlass/studio observations, and time with
the students. To proceed with my observations atalre University, the outgoing Head of
Visual Arts instructed his personal assistant Migoshanfar to write a programme for me. |,
however, negotiated with Mrs. Kooshanfar for a n@agramme of my choosing, and was
delighted that she did not have any problem with adyustments. In fact | found Mrs.
Kooshanfar very co-operative, without being pafady friendly. Interestingly she submitted
to me a photocopy of a set of photographs from 1B&0 issue of Tehran University
newsletter depicting Empress Farah Pahlavi, tree $tah’s Queen, on a visit to the Faculty
of Fine Art and the Visual Arts Department on tlegasion of her receiving a doctorate from
the faculty in the early 1960s. In the case of AR#a University, | introduced myself to the
Dean, Dr. Mazaheri, and withstood her rigorousringv on my politics, my private life, my
education, and a request for a CV and documengsdemy my artistic output. Subsequently,
I was simply left to resume and continue my tasksearching, finding and attending studio
practices and people to interview. This is exaathat | did. Initially, | observed the Dean’s
classes at Al-Zahra, who teaches the entire histbayt, apart from history of modern art, but
gradually | found painting and drawing tutors witlhom | made arrangements for further
contact. | simultaneously allocated time to vigjtiateliers, galleries, and other art sites in
Tehran.
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The time spent on writing my notes varied. | ateghdb these in two simplified categories.

First would be reading and adjusting lists of keatements | had put down in my notebook
whilst observing in the field. Calling on memory ason as possible was crucial in

completing the framework of ideas and fragmentsiates, and as a result | would often
remember more subtle details of events, triggefeldyothose key words/statements. Second,
would be the processing of my field reports into taptop, attempting ‘headings’, and

thinking about the possible connections and raiatipps. These often guided me to my
subsequent areas of enquiry or specific questiamgght put to the participants for cross-

referencing. | would often spend between 6-7amingion my laptop, and possibly some

more in the evenings. | must admit, however, thatristantly felt behind schedule, and was
overwhelmed by the speed and chaos of things. $umans would sometimes change

without my knowing it, or a class would be heldaaimuseum rather than the university
campus, every step was a challenge. Time keepiogever, was my way of sustaining

control, if one could call it control. It helped rfexel organised psychologically, even though
synchronising with the participants appeared tarfabstract art form at times. This art form,
however, | managed to weave through once | undeasto Observational procedures, | have
discovered, are an education in themselves bec¢hegenvolve adjusting to others’ rhythms

and territories. Due to such levels of concentrattherefore, | felt it necessary to observe a
strict fast in socializing, particularly on the dalywould spend ten or more hours attending to
my research tasks.

| started my day very early in Tehran, the viewsrfrthe balcony of my sister’'s residence
provided an incentive. | managed to watch the ss& from behind the mountains quite
regularly; | imagined early mankind’s wonder of isauty and awe. | found the cycles of
appearing and disappearing, concrete and absw@ad, light and dark captivating and
refreshing. | had studied the iconology of earnian art, from 4000 B.C., prior to my trips
to Tehran, and was thus able to make connectiomgeba the formal articulation and mark-
making of those early art makers and the cyclégbesun, the moon, and the stars appearing
and disappearing in the sky. Like me in the wofldhg research, they too tried to understand
the elements of a universe before them.

| introduced my methods of observation in stage#h & timed interval. This was partly
because | was cautious not to overwhelm the ppatnts, as well as myself. Routinely, |
would wait for the tutors outside the class or gfughtroduce myself, and choose a strategic
position from which | might be able to see evemthiand sit down. Often | would not be
able to see my notes, because most art lecturesventhe showing of slides and videos in
darkened rooms. As for introducing photographyad o be very sensitive to the situation.
although photography was mentioned in the propasa methodology, | sensed that most
tutors did not find photographing agreeable. | tifdut best to introduce this in stages and
limit it to the students and their work. On evegcasion | would ask permission, but would
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do so very quickly and politely in order to keepe tBpontaneity and freshness of the
photographs. The students almost always laughedsaind“Only one? Take more”. They
treated me like a respected peer.

Once both the participants and myself got used¢oidea of photos, | introduced a tape-
recorder to my methodological tools. | recorded shelent interviews in the open and in a
public area at the universities. This demonstrdted transparency and legitimacy of my
methodologies. Apart from transparency of my adjorecording in public spaces has
projected some additional sounds such as the nniezall to prayer, the occasional joke and
laughter amongst the students as well as the tuaos the roar of the traffic. These are of
particular interest to me personally, reminding shéhe moments of interaction, connection,
and being in the ‘space’ as a collaborator, andsfpshe experience.

As for my procedures for carrying out the intervéewwould normally put my questions, not
more than three or four, to the participant andhéthim speak. This worked very well, but it
became evident that one or two participants haticpéar agendas, (see Behnaam in Text
IV), which has added an exploratory stance, aneémad the sphere of discussion. | welcome
this, and believe that in ‘real life’ we assert ad@s when we can; ethnography is the
observation of real people and real situations.

Thus the processes of data collection took place variety of ways with a variety of tools.
Although | shall not represent every incident instkhesis, | present the account of one
week’s programme from my ‘research diary’Appendix Two. (A summary of all the data |
collected can be found isppendix Three.)

The process of learning as research methodologies

One does not come to research from nowhere! Pasfriences, accumulated knowledge of
the world, the ongoing willingness to learn abound adiscover new ideas, and the
particularities of one’s discipline act as methadtal tools of understanding. The Research
Training Programme offered by the Graduate Schooliged a critical community where
ideas from a multiple of disciplines and perspexgiwere discussed and examined. Giving
presentations and seminars, whether locally at way mstitution, or outside it, provided a
means for focusing and formalizing my ideas duthng processes of research. Through these
hidden methodologies | have learnt, to some extew, to deliver my findings to others. The
interdisciplinary nature of these talks, art andcialo science, has been motivating,
challenging, and rewarding. | am grateful to haad khe opportunity to contribute to such
research discourses. The chance to participateeiteaching programmes for the Masters in
Fine Art in my own department, and the undergraglpadgramme in Cinema, in the Media
department have prompted me to look to horizonhe@ymy research for inspiration and
learning. These have provided excellent trainingd d@hrough such practices | have
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discovered a personal voice crucial to my acade@ielopment. The publication of my first
article by the International Institute for the Sguaf Islam in the Modern World (ISIM), my
intended article for Text, an interdisciplinary joal for the study of discourse, and the
invitation to write a book proposal for |.B. Taurisave been as a result of such
methodologies.

Art methodologies, also part of my tasks as a @aent practicing artist, have created spaces
for further exploration of perceptual and visuat¢ad. These combined with my curiosity
about digital technologies has rendered the prooluadf art videos. Further, the British
Museum is where | have observed qualities in amcem, made drawings, attended
conferences, and taken in the spirit of antiqueldaapes. These landscapes are implied in my
sculptures, and form the substructures for theallaston ‘The Archaeology of Self. The
richness of such methodological enquiries and esthave increased my visual literacy,
allowed me into a parallel world of art theory, drale nourished me during the challenging
times. But, significantly too they prepared andwssgted me with the broader view of art
history and theory which | encountered in Tehran.

The study of specific art literature, and sustaimstial research (e.g. small and large scale
drawing, maquettes, experiments with materialsnsicaption from other work, time
management) are methodologies which form the strestof thought and perception in one’s
studio practices and enquiries. They cause theoglial the practitioner has with
herself/himself during the execution of the worktle studio. The intensity of such hidden
methodologies, and the professional curiosity ¢ittr are often overlooked by researchers
outside the discipline; and very few scholars viegjor exhibitions as major publications. It
has been my intention in this chapter to demorestifa¢ extent to which my rigour as an
ethnographer has been strengthened by my rigoapaactising artist. In order to throw some
light on such hidden methodologies | present amaektfrom my ‘research diary’, in
Appendix Four, which was a brief report to my supervisor, regagdiny visual research.
Such efforts are part of a cycle of experience Wwimspire and extend beyond this thesis. The
continuum of creative thinking, and the willingness look at works and ideas of great
diversity in particular contexts, are in my viewaking space for developing ideas for future

work.
Conclusion

In this chapter | have discussed my methodologimlosophical perspectives, personal

conduct, and actions in the processes of resebnave illustrated the focus of the structures
I have employed in order to attend to the resequastions in Tehran and Canterbury. These
structures have been my tools for the understapdiagonstructing, management, and the
synthesis of the responses to those questionseTpresesses have continued through the
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thesis until the last statement printed on the page outcome is a multi-media thesis of
written, sculptural, photographic, and moving-images.

On reflection and at the time of writing, | haveebhereminded of the world of Iranian
classical paintings and manuscripts where imagésigfans, ideas about geometric patterns,
light, colour, texture, architecture, and sociahditions in imagined intersecting worlds
unravel before the viewer in a single image. Theiremy artists of this ancient art form
depicted a self-contained universe capable of plalferceptions; they presented the viewer
with glimpses of several scenes, rather than aesipgrspective, symbolising a variety of
spaces in a single story. Written texts, eitheefbor extended, of what was said, sung, or
recited, were then overlaid around these scenggestigg views and dialogues between the
participants (visually represented in Melikian-Gfimi 2000, Gray 1947, Soudavar 1992,
Papadopoulo 1976). It has occurred to me that thleers of such works have given us ‘texts
and spaces’ as a deconstructive collection of idé&s my hope, that the innovative form of
my thesis is viewed as a collection of visual aadual ideas which provide glimpses into the
human existences and human condition, making aribatiobn to new knowledge through
contemporary lives in Iran.
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Chapter Three: Ceramic Installation

This chapter introduces the ceramic installationeArchaeology of Self’, a collection of 33
suspended and two vertical sculptures, presentelelman in a solo show at The Iranian
Artists’ Forum or ‘Khaneh ye Honarmandan’. The afisition explored the role of the
researcher as a ceramic artist and its relationthe@oresearch questions. This was by the
invitation of Tehran Museum of Contemporary Artethingle most important institution
supporting major national and international cultweaents in Iran. As a means for inter-
cultural exchange, and inter-cultural continuitye show demonstrated how the language of
art overcomes ideological barriers and boundatadsrating difference. This has indeed been
an achievement prior to the submission of the ghasiBritain, and might be viewed as a
major publication. | am indebted to Tehran Musedr@antemporary Art for their invitation,
their sensitivity and response to the logistics andterials, and for enabling me to
communicate my views through my art.

Significantly, it has been in the processes of @gguto my sensory and emotional world,
creating ‘The Archaeology of Self’, and my videoyMeet’' presented in Chapter Five, that |
have initially put to work my theoretical considiéoas of the concepts of ‘deconstruction’,
‘space’, and ‘reflexivity’. Whilst my ceramics addis forms and qualities observed in the
female participants, they might be considered égateons on our common experiences
projecting aspects of my ‘self’ as in self-portsaithe application of these ideas and theories
has thus preceded the process of writing, andat@nsstruction of the ethnographic data from
Tehran. It must further be acknowledged that beimgacticing artist has indeed been key in
conceptualising the research proposal in Canterlanmg securing access to the institutions
studied in Tehran. My creative integrity arisesnaiily from my creative identity as a
ceramicist. This is where | have discovered my egnsensibilities, accessing the body of
my educational research, and further establishirdibk between practice and theory. | have
aimed at sustaining the sensibilities and the mreamnagination | discovered in myself in the
ceramic studios, expanding my efforts in explonreyv ideas, tools, and boundaries. Thus,
the undertaking of this interdisciplinary researds, continuum of multi-methodologies,
theories, and practices, is an extension of mgd@utational research skills further developed
into new disciplines such as social science andaned

In symmetry with ‘Texts and Spaces’ in Chapter F-¢lie ceramic installation has facilitated
a continuum which at once manifests methodologyartdome. The sculptures, individually
and collectively, deconstruct my engagement wily ,cépeculating, projecting, and reflecting
on aspects of my multi-cultural visual identity mmy particular spatio-temporal context in
Canterbury. Simultaneously, they have been my témisunderstanding myself, and the
participants’ rigour and strife for expression aaticulation of aspects of their identities

53



Chapter 3

through their art. They thus externalise the chairmy inner thoughts as the participant
researching-artist, and the way | perceive the ferparticipants in Tehran. As texts, the
sculptures have been executed to communicate ngahi@y have been transformed from
mud to ordered objects, assembled and presentedsponse to the research questions,
contemplating the relationships between art andtityein Tehran and in Canterbury.

It is within such deconstructive processes thaavehsensed my intellectual presence, and
have come face to face with myself, and my humaiiitys has been crucial to overcome the
severe harassment and abuse | experienced durd®@y2Z8®3 from the ceramics tutor in my
department in CanterbdtyThe Archaeology of Self has in effect been tmautely critical
and reflective process of self-realisation, throwghich | have managed to restore mental
strength and sustain the study. Thus | have beabieeto grasp a deeper understanding of
the participants’ use of art processes as toolsaddress unacceptable socio-political
circumstances, intellectual isolation, and aliemgteach according to their contexts.

Further, and in a highly abstract way, | would rtsnect the installation with the residues of
my Persian literary heritage and its recognitiorthef female as physical and metaphysical
presences in the concepts of the ‘mystic dance thadbeloved’, ‘ascendance’, and the
journey towards ‘light’. Such notions are deeplyted in one’s upbringing and collective

psyche as an Iranian, and contemplated rigorouslselation to a spiritual existence. My

sculptures are thus metaphors, and visual insgniptin clay belonging to an imagined world,

a sensory non-verbal world of perceptions. The@cexion thus rotates on a triple axis of the
experiences and histories of the researcher, th®riof art, and the experiences and
histories of the participants in Tehran. It is Vitiaat this body of work be addressed and
contemplated visually, in a mental as well as asmgal space where the world and the
imagination of the viewer, wherever its origin, mignrich and expand the experience.

A selection of the ceramic sculptures shall be gesd at the ‘viva voce’; in this text,
however, they can only be represented photographicathe form of a CD, in the ‘Power
Point 2000’ format, which is included at the endlo$ Chapter. | recommerfgppendix Six,
Seven and Eight.for my earlier methodologies, the contexts for wisual sensibilities, and
the comments about the show in Tehran. These cotemme a confirmation of the
participants’ recognition of their own abstract ggece in the body of work presented. Not
only did a number of female participants recogniesr bodies ‘formally’ in the sculptures,
but numerous viewers including tutor participardas great affinity between the sculptures,
the joy of the female, and the antique landscapdsn as a mythical historical substructure.
They frequently smiled and pointed to the residmesurface structures in the work while

8 A summary of the account of this damaging expegenas submitted to my supervisory panel at the

time, and is presented Appendix Five.
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making formal and cultural interconnections. Ondipigant related the forms specifically to
the Victory figures, (e.g. the Victory of Samotheat.ouvre). Many stated that they saw the
work as monumental, implying visual histories, andeference to individuals as well as a
collective body.

Philosophical orientation

The body and clay share essential elemental cesliney are as much about strength as they
are about fragility. The body as a metaphor matetes a fluid language of formal ideas, as
a site for registering experiences, and as an blmjespace, fascinates me and feeds my
imagination. Whether fragmented or imperfect thelyopossesses a physical/metaphysical
and sensory presence (Gormley 2004, 2004a, 20@ddBio 2002; Gombrich 2000; Rogoff
2000; Clark 1958). Indeed | sense and carry my bistory on the site of my body; | draw on
its fluidity and its warmth to articulate my ide&imilarly, clay as a material of ‘the origins’
possesses primal alchemy, warmth, and abstradtigsalts inexhaustible physical potential
and its response to touch, | have found seducBueh terminology as sensory, fluid, and
primal are not used lightly by this researcherythee indeed discoveries made as a result of
sustained focus, and anticipation for moments afeation or lucidity in the studio. The
processes of making the work are most lucid wherettiernal and the tangible world, what
is seen, touched, felt, and drawn are deeply iatesed and transformed into inner
understandings, and an inner longing to want togim&a and create. Such degrees of
engagement with the creative energy in myself agdwork in the studio have served me
well in Tehran, investigating the essence of thesearch, which is a spatio-temporal
consideration and documentation of human experiandehuman condition in relation to art
training.

The body as the site of one’s creative energysaliie and metaphorically, has mapped my
intellectual trajectory in ‘The Archaeology of SelBorn and brought up in Tehran near
mountains, and having climbed Mount Sinai on sevateasions, | have often contemplated
the similarities between female form and mountailges. Physical archaic landscapes in a
variety of locations such as the ancient sites rafiéf carvings of Persian antiquitythe
architectural and cultural remains on the mountan®Nagsh-e Rustam, and Estakhr near
Persepolis covered in pottery shards flatteneduanfted with the crust of the earth, form my
mindscape. My sculptures are emblematic of suchisgeographies.

° Persepolis, Nagsh-e Rustam, and Estakhr have een tinhabited since the defeat of the
Achaemenians by Alexander of Macedonia in 330 BBave included images of these sites in the

photographic documentation representing this chapte
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Women in Ancient Persia, many of whom participatetiunts, travelled, held court in their
own right, and were independent working chiefs, ‘amasSara’(Brosius 2002), feed this
mindscape. ‘The Fortification’ clay texts from Repslis at the British Museum give accounts
of these women'’s lives and such events throughnihe, flour, beer, and grain ownership
and allocations (ibid). Except for the seals, matkhe representative art in relation to these
women is lost to us mainly because they were smaticale and often made of precious
metals and alloys (ibid). A few clay examples hoerhave remained and | have seen such
examples at the Metropolitan Museum of Art in Newrk;, and the Louvre in Paris where
they are currently (January 2005) on a specialinguexhibition. In bringing this chain of
ideas together in my installation, | have conterguaEagleton’s perception of Walter
Benjamin’s contention that the corpse, even inesmé& fragmentation, becomes quite simply
“the pre-eminent emblematic property...”, and “ingtent, raw material to be organized” to
express allegorical truths and political stando{Benjamin cited in Eagleton 1990 pp. 335-
7). I have chosen ‘33" as a symbolic representdtotthe idea of the ‘collective body’; whilst
each piece is different in form, as a means ofrgargzed unit the individual subject such as
myself or those in Chapter Four [Text IV], mighsed a message of strength, agency, and
resistance. | have had close associations with rur@B as a child. A fraction of the ‘99
names of God’ in Islam, | frequently observed mgrgimother holding rosaries made of 33
exquisite unfired clay beads strung in bright endegreen silks, whilst murmuring God’s
names in remembrance. The ‘Archaeology of Seléréfore, is as much about presences, as
it is about absences, residues, and traces of.ideas

More methodologies

Classicism above all, and the Neried Monument atBhtish Museum where | have made
studies leading to the production of a number ohtpy have been important points of
reference. The earliest clay figures; ancient frots Iran with elements of the figure in their
design; the arts of Susa and the ancient ElamitdsaMetropolitan Museum of Art in New
York; the works of Edgar Degas (Kendall 1996, Theop 1988, and Thomson and Turner
1980) and through him the drawings of Jean-Augsisiinique Ingres; the lucidity of Henri
Matisse’s primal forms have never been far fromthgughts in the studio, leading me to the
visual observations in Cézanne’s Bathers, and my loedy. | have engaged with the idea of
dance, or ‘the diagonal’, to articulate movememg & reference the inner/outer sensory
fluidity of the body (Clark 1958). In my video ‘Denstructing Alien Geography’ presented
in Chapter Five | have referenced this fluidity andvement by creating a simple diagonal
line, turning the mountain on its side through lmes of the camera. This further references
the movement or the idea of the diagonal in th@eaoded sculptures representing Text IV in
Chapter Four. Fluidity is a concept which | havensidered in the continuum of my
methodologies and theoretical considerations tHroueflexivity’, ‘la différance’, and the
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concept of identity. Such fluidity further refledtse desire not to be static, and it is as much
about myself, as it is about the female participantTehran being active in structuring, and
authoring aspects of their lives and identitiestigh art education.

Specific influences from the complex and vast fielcceramics come from a variety of rich
visual and tactile experiences. ‘A Secret HistohyCtay from Gauguin to Gormley’ at Tate

Liverpool in April 2004 has been a tremendous fdastthe mind, and a reminder of this

diverse global heritage. This timely and much ndestew, together with the potter Grayson
Perry winning the 2003 Turner Prize have again thaet ceramic arts at the centre of art
debates since the birth of Modernism in art.

Facing the clay in the studio continues to intr@acsense of struggle, challenge, as well as
immediacy. Regarding my personal engagement wittaiin particularly gripped by the spirit
and freedom in the handling of materials stemmnognf Abstract Expressionism. | aspire to
be intuitive and fluid in my approach alongside defailed mental and practical preparations.
As an undergraduate | met and discussed my resporgday with well-known artist potters
such as Alison Britton, Robin Welch, and the labanha Constantinidis. | am grateful for
their encouragement, and view this body of workaasontinuation of the same curious
mindset. Further, Pablo Picasso, whose body of stayptures | have seen in London and
New York, and whose contributions to forms of ahalve discussed in a dissertation as an
undergraduate; Peter Voulkos; Ewen Henderson; Satatone; Richard Long; and above all
Ryoji Koie of Japan and his 1990 Seattle collecti@mve been liberating influences, and
constant as sources of inspiration. The ideas HeMarcel Duchamp’s “The Fountain,
19177, the porcelain urinal, and his “The Bridei@ted Bare by her Bachelors, Even, 1915-
23" also known as “The Large Glass”, especiallgmathe latter was shattered in transit, are
referenced in my work. | have often pierced thdamas of my work with ready-mades such
as nails, coins, bits of metal, abstracted clagptprirom Qoranic amulets, and broken china
and crystal glass. The firing processes, the rafgemperatures adopted, have allowed these
ready-mades to assume new identities. Whilst samelg disappear, change colour and
melt, others renew themselves in textures. Sugtsfimamational qualities resonate with my
observations regarding the female participantshim ¢tudy, provoking ideas of cycles of
brokenness, strength and resurrection, originssemee, absence and trace, which might be
interpreted further, marking events and cycles ynomn lived experience.

As analysed in Chapter Two, | have drawn on musidévelop my understanding of the
interrelationships between form, movement and spkbe methods for hanging the clay
sculptures articulate intervals in space implyimget and are thus related to these musical
enquiries. | have often used a single colour @asrnéw sound, or counterpoints marking both
contrast and interconnectivity, in order to empdagshifts. Specific visual observations in art
(Cornelia Parker's Cold Dark Matter: An ExplodedeWi 1991, Alexander Calder and
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Luciano Fabro), and architecture have further tessime in contemplating formal qualities,
balance, chaos and order, illusion and reality, emhplexity and simplicity. These have
further informed the site-specific installation Trehran, resulting in the design of a false
ceiling made of cool, shiny, twisted, and indudliyiasmanufactured 4mm steel ready-made
cabling. The construction of this geometric gridilitated the suspension of the sculptures
multi-perspectively in angles and columns withinogen cube. Whilst the architecture of this
open cube enabled the viewer to weave through dlgy lof work and inhabit its intimate
spaces, the grid itself suggested new interpretsiti®he ambiguity of this metallic barrier
over the female forms did not go unnoticed in Tahra

The sculptures are cut away slabs with relief nmg&ion both sides which also reference a
metamorphosis of the idea of the ‘column’. The meadte from tools either made or
manipulated by myself. The slabs are relieved ftange beds of prepared and rested grogged
white stoneware. These are under-fired in oxidiratit 1050-1100°C in order not to appear
fully vitrified, and consequently closer in textumad scent to their origins in strata. Data in
the form of log books have been kept to documeatringe of temperatures and their
relationships with surface qualities in the workkcg&pt for much needed and appreciated
assistance by my husband Adrian in carrying thgeldreavy kiln shelves from the studio to
the kiln room, the work has been executed entioglynyself at every stage. The kiln shelves,
of which there are only two available in the depemt, weigh 20kg each with an
approximate additional weight of 10-15 kg for eaclpture when wet. They are 75cm in
diagonal and have thus dictated the maximum leag#ilable to me in the kiln. The height of
the pieces is a combination of this measurementt@daximum reach of my arms, offering
intimate and human scale. I, therefore, considesdlsculptures as extensions of my body and
in order to reference its scale | have attachethy rint of my thumb onto the translucent
‘20Ib fish line’ | have used for installing the gemded forms. Because the pieces are made
‘in the flat’, the drying and firing processes duighly critical processes. The shrinkage rate
has been around 20% particularly because of myeprete for exceptionally wet clay;
shrinkage is always a shock for the maker. Eacbepas taken an average of 3-4 weeks to
be completed, and some pieces have been givensh pblbees wax. The ‘Archaeology of
Self’ travelled to Tehran by air in plastic con&tis packed in two well padded wooden crates
of a total of 400kg, with the cost of clay at £2€r kg. The cost of packing and return
transport from my studio to London was £1,500, sthihe return journey to Tehran, custom
clearance, the costs for the gallery space, attgadacurators, and video projection
equipments for eight days, were undertaken by TelMaseum of Contemporary Art. |
employed a well known graphic designer, Reza Abetbrcreate my invitations and posters,
choosing and purchasing the paper myself.

I have used porcelain slips and tin oxide washeactoeve chalky finishes in memory of
specific ancient stone monuments and the white Homgments and shards | found in
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Estakhr. For translucency, a quality | have obskimethe surfaces of Degas’ paintings, and
reminiscent of my mother’s skin, | have appliedped, and reapplied a highly diluted tin
based low temperature glaze. The orange/yellovineéwtork is a mixture of clay from Iran,
medium ruttile oxide, and red iron oxide in equaloaints. The blue and green are a mixture
of Iranian and Italian glass and crystal. Faintésaof braids, laces and ribbons are visible on
the surfaces of some of the pieces; these werédppl be only barely visible at the very wet
stage to emphasise movement, reference draperypassibly opulence. Although they are
mostly from the Jewish merchants on™3and 33rd Streets in New York, they further
reference memories of childhood accompanying myheroto the Iranian Jewish cloth
merchants in Tehran.

My attitude towards the work in the studio has bsemlar to a warrior seeking peace; this
thought occurred to me in the processes of ediliagzideo ‘My Feet’ in Chapter Five, where
| document the endless journey of my feet in artd/een the studio and the kiln room. As for
a discussion of aesthetics within the work, | hateall times hoped for the “unity and
integrity of the work of art” (Eagleton 1990, p.té)speak for itself.
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The Archaeology of Self, the side view of the iliatéon in Tehran
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Installing The Archaeology of Self in Tehran
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Details of surface treatment in the

ceramic sculptures

Tehran University student examining the

work
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Chapter Four: Texts and Spaces

Introduction

The aim of this chapter is to deconstruct, presang discuss, the participants’ lived

experiences in the processes of art educationerig¢hd in Tehran. To that end, the chapter
seeks to develop understanding, using a selecfi@thnographic data as an installation of
ideas in a constructed abstract space. This idabooative space, a forum, where considered
and selected ethnographic texts are housed inafipatiriented clusters, positioned and

juxtapositioned in relation to one another. Textsd aSpaces are thus my systematic
management, combination of descriptions and arsglymd the synthesis of what | have
actually seen and heard in the field. These argegnin response to the demands of the
research questions. The research questions are:

What is the nature of art teaching and art praetidéhat are the staffing and
curriculum structures for such teaching practicks@ how do these relate to the
students’ and tutors’ identity?

Texts and spaces are a continuum of methodolog@®atcomes, with an embedded system
for cross-referencing ideas and ideologies. Theyii@st the relationships between art
educational processes, critical incidents, socidipal histories, and consequently origins
and cycles of certain events in a broader sensediety. The complexity of the participants’
perspectives regarding themselves, their institgtiand the society in which they live, reflect
the fluid nature in their expressed identities. ieathnographic text works as a building block
in the site of art education, and plays its crupgtt in clarifying the relationships implied in
the research questions, whether regarding formgeathing or elements determining
identities.

The extent of the details given in the reconstrdielitanographic texts is part of my strategy to
recreate the observed phenomena, such details tméghaluable in themselves, suggesting
interpretations not put forth by this researcher.

Ethical considerations

Whilst the continuum of theories and methodologieasidered in this study are ethically
oriented, | would like to make an explicit statementhis space. Whether in Tehran or in
Canterbury, | have aimed to be transparent, aceuaat fair in relating my observations and
professional conduct. To be reflective and crifidal my view, is part of the rigour in

maintaining transparency, accuracy, and fairnesveaty stage of the study. Such qualities
were addressed in the research proposal, a copsich was submitted to the Director of
International Relations at Tehran University foruimy and permission to proceed with the
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research. Consent was granted verbally. Dr. HosBeid, Head of Visual Arts at Tehran

University in the first few weeks of research comeement, and Dr. Mazaheri, the Dean of
Applied Arts at Al-Zahra University were submittedth copies of the research proposal.
Both welcomed the study. Indeed the significancthefstudy was recognized by Tehran and
communicated to me through their un-conditional getherous co-operation in securing
access to the campuses at both universities. Tasist is thus a collaborative cultural

document.

| have specifically consulted every single studeho collaborated with me in seminars and
interviews whether he or she would like to be repntéed in the thesis, and under a different
name. Only one student took up this advice andredfehe information under an invented
name. As for other key individuals in the instituts, it has been acknowledged by all parties
concerned that their contributions have been dfiqudar significance because of who they
are and the positions they hold, whether practtion theoreticians, or leaders of those
institutions. As a consequence, and also becaueeanormity of the task of re-translating
the selected data back into Farsi, no transcrilaga lobas been sent back to the participants for
their final approval. | intend to submit a copytbe thesis to Dr. Sami-Azar, Director of
Tehran Museum of Contemporary art in due coursgicpéarly because of his position as the
honorary Research Chair at Tehran University duttegstudy.

| believe degrees of subjectivity are inevitableany research. In projecting the participants’
experiences, | have striven to transcend my limitat | have done this with discipline, and
with the intention to be objective.

Texts and spaces

Imagine an architectural space with multi-perspestiwhere voices might be heard, where
arrivals as well as departures are possible, whgeckes in events might register light and
dark, and where ideologies might intersect. Hdre following are installed:

Text I, Spaces of Transition and Transformation; Tet Il, Contradictory Spaces; Text
lll, Transparent Spaces; Text IV, A Space for Gendeed ldentities; Text V, Parallel
Spaces for Art Education; llluminations
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Chapter 4, Text |: Spaces of Transition and Transfomation

This Text relates events in the transitional spatewmtional and personal histories in relation
to the research questions. Whilst it focuses onawautors’ and one sculpture student’s lived
experiences and their particular spatio-temporaiteods, it illuminates the staffing and
curriculum design structures in art education sithee 1979 Islamic Revolution. The three
participants come from backgrounds with a stronggseof tradition, have been educated at
Tehran University, and have experienced or causieer® to experience states of transition
and transformation through art education. This $éetl orient the reader into the institutional
teaching and learning structures, the concept eftity, the private atelier system held by
many sessional tutors as private centres for legriairt, the role of Tehran Museum of
Contemporary Art in the development of art educatiand the strife of female students to
achieve. These shall be discussed more fully iriethis in this Chapter.

In Part One, we shall meet Mr. Vakili who has jteturned from Paris where he showed his
work sponsored by Tehran Museum of ContemporaryHetteaches drawing in the painting
department at Al-Zahra University. He believes tmatshall remain a sessional tutor with no
prospects for a tenure status and retirement lendfis is simply because he wishes to
remain an independent artist, rather than becomipglitically appointed tutor bound by the
governmental line. He sees his identity intertwimath his palette, and his students. In Part
Two we shall meet Dr. Kafshchian-Mogadam who ig/@af 3-4' painting tutor and group
director or Head of Visual Arts 2002-2004, at tleelty of Fine Arts at Tehran University.
In contrast to Mr. Vakili, Dr. Kafshchian’s is algal appointment which means he is part
of the hierarchy of the administrative cadre at Haeulty, can influence policy, is able to
develop his career within the University, and egsjagliday pay, retirement benefits, etc. His
sense of identity is related to his allegiances whe governmental line, at least publicly. His
position in the Faculty, his ideology and teachjreyg believed widely, to comply with the
current regime’s guidelines. The polarity thesersicreate runs through the art community
as well as society as a whole. In Part Three w# sfeet Shiva Sadegh-Zadeh, a graduating
sculpture student at Tehran University also froimaditional family born and brought up in
Tehran. She speaks of having persuaded her fattmne to terms with her studies in art.
She has transferred her art training skills tovat#i the minimal resources such as art books
and the events at Tehran Museum of ContemporarjoAtevelop her education personally.

Part One, Mr. Ahmad Vakili

Mr. Vakili is the main drawing tutor at al-Zahra dersity. | first noticed his class when in
session in the painting department corridor. He wi@nding in the doorway lighting a
cigarette (a practice | have not witnessed at Trehhaiversity). | introduced myself and my
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research to him then. Mr. Vakili is recognized asiacessful painter in the art community in

Tehran and has a teaching atelier with a substantraber of male and female students. He
calls himself a “teacher/painter” rather than jaspainter because of the income his atelier
provides towards his livelihood. Trained at Tehtamversity in the late 1970s when the

curriculum was still based on the Paris Beaux Afts.graduated with considerable delay in
the early 1980s. This was as a consequence ofea tyegar interruption imposed on all

universities in Iran to ‘rectify’ the national cicula nationally one year after the 1979

Revolution, which transferred the power systemsnftbe Pahlavi Dynasty (1925-1979) to

the Islamic Republic of Iran.

Extracts from data diary, 22 October 2002, 10am

I have presented myself to the drawing studio atZ#ra University,
Department of Painting, on two occasions finding #tudio empty. On this
occasion | find Mr. Vakili amongst 13 young womerreparing for a ‘crit’. The
drawing studio is an airy room with large windows one side. The walls
accommodate ample space for putting up work ontasteface. There are no
easels in this instance as these are brought in &darge stack in the painting
studios when needed; some students use large adimd or the arm of their
chair when they draw, no drawing is taking plade thorning. There is a round
table in the centre on which there is a stack afvings of mainly A3 size. Mr.
Vakili is a large man, he towers over his studevasching, smiling, bright and
interested. He does not, however, interfere withwilay the students place the
drawings on the felted wall. The ladies make sutiges to one another
considering the placement of the drawings indivilyuas well as sequentially or
collectively. | take photographs. Some want to puate the coloured ones with
the positioning of the stronger tonal drawings rtexthem. Juxtapositioning the
work, they stand back and look, making adjustmeaisd re-adjustments
suggested by the members of the group. They dewté¢o put everything up
leaving a mound of work on the table. Within fifteminutes everyone seems to
be ready.

There is a sense of pleasure and excitement abewgathering, the students are
happy to see their tutor amongst them and relatanoin easy, intimate, and
conversational manner. Although the work is by stlent, everyone seems to
take pride in the work as though their own. Thendngs are of female form in
the state of undress. There are great varies inespositting/turning,
stepping/standing, and possibly jumping, one or $&em to be pregnant. They
are multi-media, black and brown conte, pencil, vegsin watercolour or
gouache are added as part of the articulationgbt,liand negative space. There
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are no architectural or furniture observations atbthe forms in these drawings,
all we see is the nude form.

A discussion takes place and lasts around thintty-foninutes. The young

student, in her pale colour ‘roopoosh’ overalls drehd scarf, says that the
drawings presented are her work during the sumnhéchashe has spent mostly
at home with her young children. She talks aboutdwee of drawing the human

form in motion. It is implied that these are of leern body, although she has
also been observing a member of the family spedifidor drawing. Students

make their points about the drawings they ‘liketlahe materials used. Some
mention Matisse, and Klimt. The nude as an ide®isanalysed, its significance
is taken as a matter of fact, and reality.

Mr. Vakili participates in the discussion and somets encourages whoever is
speaking to be more analytical in terms of the iquaf the line in relation to the
form, and movement. He speaks of mass, volumeweightlessness within the
forms. He touches on notions of “the whole” in tigla to “the fragment”. He
speaks of the emotion that “the whole” convey®ssiing its essence.

One student gets up, apologizes and says thatahéoheave as she was not
sure whether there would be a class held today.\Mdkili says that the office
were supposed to put notices up about his missesioses, as he had been in
Paris in the past month. Mr. Vakili reminds evenyothat the two missed
sessions shall be made up in the course of thefaexiveeks, and would the
class representative think of some possible dat#abse for everyone. Some
suggest the same day their class is scheduledbforjonger hours till S5pm.
Some say they could not possibly find any more sicuthe week as the term is
packed with work. The consensus is that this vélflother discussed later.

Mr. Vakili proceeds to remind everyone the materidley should have when
they come to his drawing sessions. He emphasizéiseosize range of the paper
he requires, 100/70cm in particular, and the rasfggrawing materials: pencil,

black and brown conte, charcoal, ink, and tragdcaniution/paste. This last
item is a white powder which forms a gel/gum/glagee substance when mixed
with water and comes from plants of ‘genus Astragjalised in pharmacy. Mr.

Vakili then turns to me and says that there aredlderly gentlemen who have
been working around the campus for years, and ¢baye in on some days and
sit, or model, for the class. One student saysttieat are very good at coming
in, sitting on the stool, and rolling up one trauseg for a pose. Everyone
laughs. | make a note of Mr. Vakili's mobile numbier order to make an

appointment to visit his atelier.
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The foregoing account provides a glimpse into thigycevents in an art institution: the tutor
has been away; the office has forgotten to putteeap to inform the students; a student
brings in work undertaken independently over thdidags to see what her tutor and
colleagues think; and the tutor sets down his requents for the start of the new academic
year. The illumination of such student/tutor int#i@ns helps to demystify the perceptions
one might have as an outsider around the ideaaghieg art in Iran. Further, as witnessed
above, the art studio becomes an autonomous splaees veven the restrictions regarding
drawing the nude are disregarded. The all femalelesit body at Al-Zahra university
negotiates this possibility and succeeds in implegmg it. In this collaboratively created
private interior there is little regard for cendops

Photographic images from this crit session, antMofVakili in his atelier are presented in
Chapter Six.

Recorded conversation with Mr. Vakili in his atelig; Thursday 14 November 2002

| arrive a few minutes after 5pm and find Mr. Vakil his study/studio, off a
square hallway. Mr. Vakili is playing an instrumetite seh-tdf while holding a
conversation with a beautiful and young woman stanalose to him. She
speaks in a hushed whispering voice. | sit downraakle notes about the atelier
environment, whilst Mr. Vakili and his companion ntimue their hushed
conversatiol. Next door there is a studio accommodating arolfd8 male
and female students painting in oils, and drawinghe kitchen opposite to this
studio, some people wash brushes in the spaceatdibdor this purpose, and
there is evidence of teas and other refreshmesisitdethe period of fast in the
month of Ramadan. Mr. Vakili's study is one of fbar rooms in the apartment,
the fourth room accommodates shelves and stagiaintings against the walls.
Mr. Vakili's study has two desks, and large waliwall book shelves full of art
reference books in Farsi, English and French. §ettia French books | am
reminded of his statement about when he was Padshe could not find a
decent contemporary painting to look at. He sa&d England has the first word
in painting, and mentioned a list of them. | makpaint of mentioning these
details to illustrate how the majority of tutorgeed researching art as an innate
need, professionally and personally.

19 This is a different instrument to the Indian Siiais much smaller with just a few strings.
| am reminded of the particular attention the ypemale students receive in the painting studios i
Canterbury, observing these similarities in pragidés of interest to me even though this is not a

comparative study.
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There are several easels at one end of the roorstackk of stretched canvases.

There are several containers of a variety of brsiskeme are enormous dotted

here and there. After some minutes the young ladyds, and we proceed with

our recorded conversation. | explain to Mr. Valdlg indeed to all participants,

that | might not use everything we discuss todayny thesis.

At the time of transcription in Canterbury | notitet | tell Mr. Vakili that | am

very happy about people coming in and out of hishstas this provides sound

textures for my recordindf$ In the course of the interview his family join fos

a few moments, telephones ring, and | meet histasdf. This atelier is run like

a kingdom with Mr. Vakili at its head. He respondsny questions as follows:

“To tell you a little about my childhood and easylucation, my first
memories of making visual observation go back temvhwas five or six.

| used to be captivated by the numerous ancienptsoes and hand
written Qurans belonging to my grandfather. In mgmily, one

understood from an early age that one had to hayeod handwriting.

You just knew that the surname Vakili is synonymuauith a great hand.
You see, these texts were precious items in théalefamily | was born

into, they were looked at with awe and handled githat care, in a way
they embodied our history because on the first paggre people’s birth
dates deaths, etc. Some were several hundred w&hrd remember
paying much attention to the rhythms in these tettisir illuminated

‘shamsseh’ motifs punctuated the page. They weaatlfal and | would

search for similar shapes in the motifs in the et&rjn the floor.

“We moved from the North West region of ArdebilTehran and | went
to school in Tehran. | had a painting teacher winbaraged me to do art
seriously at the specialist ‘Honarestan’ secondatyschool. He insisted
that it was the most important and relevant subijeatter for me. This
notion was profoundly disputed at home; it wasliptanacceptable to my
father to allow his son to become a painter, heteghme to do medicine.

12| find such minute details about the processearifing at the final product ‘the thesis’ interiest,

and would like to keep them in this report from fiahif only to introduce ‘informality’, it is human

and creates a sense of closeness rather than rexaste

3| have met Mr. Vakili's assistant at “Iran Sherigsthe monthly meetings in smart up-town

gatherings of young male and female professionais discuss art, culture, and socio-political issues
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“There used to be a famous ice-cream shop at thterbaf Shemiran
road, the ‘gol-o-bolbol’, you know it and next to it there was a small
picture frame shop. | used to stand outside thig gbr hours, looking at
people’s portraits framed up. Often | would drawdh portraits at home
from memory, as indeed | drew just about everyupecthat existed in my
school books. | used to draw a caricature of ewamgle teacher in the
class and pass them around, it made me popularmyitblassmates. My
first experiment with colour was when | spent & rials, | stole this
from my father's pocket actually, and bought songment powder. |
then mixed the pigment with olive oil at home arainged a pine tree in
our garden, it had lots of snow on it so you caagme the mess. But
colour interprets drawing, you only have to looKragres to realize that,
drawing is the structure for what is perceivedelidve this to be the case
in the postmodern developments in art, we returriht® technique of
drawing. When you study the body, the poster, tiséallation, even when
you hold a camera in your hand and make video woy are
contemplating drawing.

“Anyhow, my father died when | was sixteen and talk thinking,
perhaps just for a moment, that as a result ofleath | could become a
painter. His shadow reigned heavily on us and | ma@sable to pursue the
matter until 1 was nearly 18 and had to go to ursig. At this point |
prepared my case and told my mother that | wardestudy painting at
Tehran university. But she could not tolerate tither. Eventually she
agreed that | should attend the Faculty of Fines Astt to study industrial
design which in her view would be much closer todming an engineer!
There, in 1977, for the first time in my life | attded drawing classes with
all the other art students. This was such an ueedlile experience for
me, | had never imagined drawing could be like thatdraw in the life
class or in nature with other people! We had adfstitt time, we travelled
on several art excursions, drawing the landscdpe,viast landscape of
ours, we observed the variety of these landscapehe regions, the
characteristics of its formation, the featureshaf people who populated
them. Some were the same colour as their land.t@ars were serious
about art and committed to their students, theyched over us. The

! These landmarks are important to those readersweie brought up in Tehran, like myself, and

know that they are gradually disappearing.
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wonderful tutors at Tehran University: Mr. ArkhaReza Derakhshani,
Bahman Boroojerdi... But you know they were disperssine went to
Paris after the revolution and some to Germanythacones who stayed
here, it was never the same for them, and we losidiion.

“In the year of the revolution, 1978-79, the wailfsour campus throbbed
with energy. The level of debate was high, politdebate was everything
for us, we were highly critical of our socio-paditil situation, we were not
interested in appearances and clothes. When thalutean happened
many made political choices, the Islamic Marxistjdeds took a serious
stance against the new regime, some of them be@amed, so the
Islamic Revolutionary Government who could not airstthat level of
debate closed down all universities in the couatrg many arrests were
made. This was coined as ‘the cultural revolutidmit in fact it was for
the government to re-group.

“The new academic cadre, ‘The Cultural Revolutiaugcil’ or ‘shora-ye
enghelab-e farhanggy’ had firm ties with the regeme composed a very
poor national curriculum in 1983. The implementatamministrative
council who are members of the ‘academic coundil"hey-atte elmi’
would decide how to set the pitch and teach theauum transforming it
into actual art practices. Each faculty has it@@mmnic council’, but also
the steering committee as heads of department wigo palitical
appointments, have mostly benefited from PhD sehbips overseas, and
have allegiances with the revolutionary regime. yTlage not, by and
large, serious practicing artists. | myself wasthi a Mojahed to take
arms, nor a ‘Muslim’ according to the new regimielsology; | wanted to
be a painter. We carry on, we drink our drink amthpour paintings.

“My first exhibition was not till 1985, in the midiel of the war with Iraq,

when five of us showed our work at a furniture shéfe had no choice,
there were hardly any galleries open. Since thdrgve made a point of
having at least one show every year, twice on twoasions. | have
recently returned from a few weeks in Paris wheneiaber of us known
as Group C, sponsored by Tehran Museum of Conteampéirt showed

our work. | found nothing that | would call painginn Paris. | know it

very well, 1 walked every corner, if there was dmgg, its source was
New York. London has the first word in painting;uybave Lucian Freud,
the man who painted that beautiful ‘pear’...Uglow,eTlhondon School,
Kitaj, Auerbach, and the late Francis Bacon, amdrést. That is where |
see painting present today, in London. | searcbed fit the Beaux Arts,
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and all | found was a tired student messing abath plum lines but
nothing on her canvas, | returned several timese® whether anything
was developing... and | found nothing...it is all pas@aris.

“In the art community here, we have an emotionafgssional

commitment to colleagues based on art; that is hawrelate to one
another. So when you ask me whether their exigtofessional dialogue
between the academic council or ‘hay-atte elmi’ #tredart community, |

would say there is no dialogue. From their poinviefv, people like me
will never have a tenure status with a pension besaof a lack of
political allegiance with the regime. From my poiit view, | do not

relate to people if | do not see their work, tregir For example if | do not
see a single exhibition of the work of the Head/ifual Arts at Tehran
University Mr. Kafshchian, | cannot have any regimdhim. He is not in

the art discourse, he is an administrator. So tisen® dialogue. You see,
students want to see my palette, my brush and aadeiny work because
these things make my identity and values.

“I do not wish to be negative, | am hopeful of flaéure of art education
in this country. In my time there were only a caupf art institutions,
Tehran University and The Applied Arts College whibas now been
renamed as Honar University. Look at the numbearbfcolleges now,
there are numerous in Tehran alone. Yes, it isttraeone or two demand
fees, but look at so many which are state-fundiéd, Tehran and Al-
Zahra Universities. That is where art discoursas sis seeds and begin to
develop, in the universities. Those are the sibeshfe development of art
education and we cannot deny that. They must be dggn, we should
wish them to flourish.”

When the interview finishes, it is evening and veujet outside just after break
of fast in the month of Ramadan. Mr. And Mrs. Vakile taking some paintings

to friends, and give me a lift to a nearby maindreghere | can catch a taxi

easily to Shemiran to my residence. In the 4W-dweediscuss social issues and
Mr. Vakili tells me:

“What | am going to ask you, Mrs. Honarbin is tigati do not go back to
England and write about the women here beingetted, or badly done
to, or weak. Look at them, if anything they haveairpower...have you
noticed how many of them carry a mobile phone?”

Before | can say anything or commentroamobile phone, we arrive at the taxi
route and | have to get out quickly. But | know wiMr. Vakili means. He is
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implying that many women are as free as they wosbet, that they have access
to things which facilitate mobility, and that thaye not isolated. All this is true
especially in urban spaces, but perhaps it hascwirred to Mr. Vakili that the
gender debate is not about mobile phones and ofeful accessories, but an
ongoing strife aiming for widely practiced secuéard civil laws in relation to
women of all classes. Education, poverty, certeadlitional interpretations of
religious jurisprudence, and demands for ‘partitigaequals’ must be added to
the possession of mobile phones. It is not a subjik an end, it is continuous.

In the above | draw on recent histories: the hystdrthe individual participant, the history of
art education in Iran, and the history of the cognto illuminate the roots and cycles in
events pertinent to the research enquiry. It isoirigmt to know who the tutors are, as it is
vital to acknowledge that from 1980-1988, the Ihaagt war affected and destroyed lives in
Iran with severe human, economic, and psychologicsis unparalleled in the recent history
of the country. References to this war have beewsteot in the processes of this research,
and | have projected the participants’ views whengyossible. Mr. Vakili’s references to
drawing are valuable since we shall come acrosgasiideas regarding drawing in Text Il in
the sculpture studios. He guides us through thesldpment of the new administrative
structures for staffing and the ‘cultural revolufioThe hint at the energetic and dynamic
political debates at Tehran University during tleealution years is highly accurate and
poignant. The student body in Iran, did then ancho, contribute to the country’s political
discourses. Indeed Tehran University student bodgeva significant factor in the Iranian
revolution in 1979. The last uprising from its campand dormitories in 1999 were brutally
dealt with, without the regime openly taking thepensibility for the disappearance of many
students. As a consequence, in my view, they areama silent march rather than riots.

Part Two: Dr. Kafshcian-Mogadam, Head of Visual Arts Department,
Tehran University

| first met Dr. Kafshchian in the staff room in thésual Arts Department sitting at the
conference table marking papers. | was waiting éetnr. Hosseini Rad the Head of Visual
Arts. In my subsequent visit to observe Dr. Kafsaois class, the department secretary Mrs.
Kooshanfar informed me that Dr. Kafshcian was nbhes hew head, and | realised that the
headship rotates amongst senior staff every twosy8de following is the report from that

session.

April 16th 2002, Tehran University, Dr. KafshchianMogadam, Painting tutor, Director
of The Visual Arts, Painting Year Il (semester 5),13 female students, and 7 male

I wait for Dr. Kafshchian in the secretary’s aredjagent to the Head of
Department’s office. This large room has a longnteu where enquiries are
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attended to, also separating it from the tutorgiepn holes. Dr. Kafshchian
comes out of his new office and | follow him up #taircase to the"2floor. His
silence and body language is one of ‘do not sayiagtunless absolutely
necessar)}s. We enter the class, | choose a seat at the beak an cluster of
female students who are deep in conversation gui€tlis room has benches
placed in rows as well as individual seats with deroarm rests. There are two
stands at the front for projectors. There are ta@artls, one green with chalk and
one shiny white with felt tips.

There are two groups of students sitting and stenohi an informal huddle. Dr.

Kafshchian asks for drawings of the sites for therent projects. It becomes
clear that this is a ‘keep in touch’ meeting anat time class, a few members of
which are not there, is undertaking various prajenturals, wall constructions
etc. whose sites are all over Tehran. Some drawnage been submitted and
materials are being discussed and in some instducer research is to be
followed.

One female student asks whether the translation hstse undertaken, from

French, is accurate. This is a short list of matsrihat had to be translated into
Farsi as part of her assignment. Dr. Kafshchiakdad the list and responds. He
asks if anyone needs to ask questions about thegif&e projects. He stresses
that site drawings must be submitted and analygetekt week “maximum”.

One female student says she is in the process kighaolour’ charts, studies
which they call ‘etude’ for a swimming pool wallesis commissioned to do.

Dr. Kafshchian discusses the bid/proposal for tingod project and suggests
additional members for this, their largest projethe group representatives
speak about action so far taken with the membeisiipe group at 10.

One female student who is doing a project on her imwvorried about the costs
and wants to know about alternative materials & groject. She later goes to
Dr. Kafshchian’s desk to show him images of etchleds she has downloaded
from the internet as research related to her projdwe explains that she had to
go to the Public Relations Department at the Migisf Science to access such
sites and download information useful to her proj@bere is some discussion

> This is a simple observation, | am well acquainteith this form of approach through my
experiences in Canterbury. Such human behavioud me¢ necessarily be connected to specific
locations or Islamic behaviour, but perhaps certafarpretations of Islam might be a consolidating

factor.
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about how she is going to etch and install hergytamels and the suitability of
mat/shiny surface finishes. Dr. Kafshchian givesi@a while doing simple
related sketches on her note pad analysing whaméans. There is much
discussion about qualities of Plexiglas and thiskes available in the market.
Approaching glass manufacturers and making moutdsugh manufacturers
facilities are ruled out because of costs. Theafidead, aluminium and clay are
discussed. The reflective aluminium surface isiatpo discussion.

There are some negotiations done about submisates &br those who have not
yet decided which project they will undertake. Sdmage more that one project
in mind.

It is now 35 minutes since the class started. @fsKchian makes some notes in
a large diary type logbook and reminds everyonethliey have one semester left
for the execution of these projects. The sessidhds over and some students
leave. Female and 6 male students discuss thecpmjethe road to the airport.
There is much laughter because one student sudiestrls’ dormitories the
perfect place for meeting, further planning, andegal interactiotf... another
says he has to produce a ‘special’ photograph rokélf in order to secure an
appropriate ‘pass’... | ask them to explain to me twithay are planning to do.
They say that they have organized their own mestiogrepare for the project,
and so far they have put everyone’s drawings tegethd have found ways of
harmonizing/incorporating everyone’s ideas/drawingéhey have elected
members in the group who would be responsible iime-keeping, buying
materials, report writing and documenting the prbjesually. The ‘walls’ or the
site of their painting project are enormous. Sdveita viewings have provided
ideas for the content of the mural relating to urbasidential areas to the
overlapping site of a helicopter landing pad. Ttedlsvare ten meters long each
and in concrete. The whole plan is going to be eted in a bid to Tehran
municipality and if successful, the students shalpaid. The students seem very
keen to have an ironic element in the work, ang thish to mix some Classical
Persian motifs to do with flight, and the hard amdchanical designs of a
helicopter. They discuss iconographies, and menti@n ‘winged sun’ as a
possibility.

'8 |ronic references to segregation often cause rnaugghter amongst the student body. Whilst the girls
dormitories are out of bounds, there is much colfation in these projects between the student body

regardless of gender type.
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| join Dr. Kafshchian who is still sitting at theesk discussing work with a
young lady in strict Islamic dress of black headrf@nd chador, constantly
pulling her cuffs down. There is also a mature stidpossibly in his late 30s,
who has three A4 metal plate ‘studies’ for his pabj these have highly textured
welded metal surfaces in black/grey tones. | wilitthiey have finished. Dr.
Kafshchian tells me that unfortunately there ardaudities for these projects to
be done in the department so the students havettorgwith their work and
produce their objects from sources outside the canige says that some cannot
afford the materials. He says:

“...for instance this man is a teacher and wishadotart for himself, and
has a family to support... As you know this businegsart is very
costly... She is also completely penniless and limesne room with her
young husband. We are here to help...we do what we These are
difficult times ...we want to help them get througali.”

| ask Dr. Kafshchian about how they bid for thejpcts from the Municipality,
and he explains that the Municipality send the depent details of available
projects and spaces on request, and when the sfumlenready with their ideas,
a bid form is filled in and returned to the Munigiity’’. He says that the
students work as a team and keep log books andndotuthe processes
digitally on and video cassettes and CDs. He thecgeds to draw the route
map to the site of the new project in my notebddé&.also tells me that some
students elect to do ‘performance art’ for thejpcts and that there also is an
‘art walk’ forthcoming in the autumn semester. & fitled ‘the forgotten
landscape’ and it is a collective effort of walkilagdestination of over ten
kilometres in the north western region in Khorasagar Mashad, marking the
landscape.

‘Work in progress’ meetings are essential in a@ining. This one has demonstrated that
‘scale’, ‘installations’ and ‘public art’ are ena@ged and are part of the training processes at
Tehran University. The ideas of ‘performance’ ahd tart walk’ indicate the attention to
what is understood as ‘conceptual art’ at Tehraivéfsity. The students' engagement with
the urban environment and public spaces imply t@atimitations of the studio space as the
only place for doing the work, and the size of¢havas as the only arena for painting are left

71 do not believe that the Municipality would it&iother art departments from other universities to
enter this bidding system. | would suggest that form of participation is due to the tutor’'s pasit
and who he/she might know in other institutionkal’ze known of a few able research students whose

professors have facilitated job and project intams based of professional connections.
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behind. The students seem to have been encouragethte their art to a different type of
canvas, the urban spaces outdoors. It is signifitet male and female students collaborate
in such projects meeting institutional and orgatmzenl challenges as a team.

Dr. Kafshchian's assertion “We are here to help..deewhat we can. These are difficult
times ...we want to help them get through it all” wikahat his concerns about his students
are beyond what is required of him as simply teaghHe has probably secured some
financial assistance for those two students expeing severe financial hardship. The ‘Jahad-
e-danesh gahi’ might have provided some assistancethis respect. This is an
educational/financial support organization withimwersities which helps ‘pious’ students in
a variety of ways individually, or collectively arganized educational trips.

In the subsequent weeks to that session | became familiar with Dr. Kafshchian and his
robust and energetic presence in his departmeststddents spoke of him as a hard task
master not tolerating tardiness, absences, angidiglavork submission. | also found out that
many in the art community outside the universitysider him a staunch supporter of the
government, and one who does not attend art showalleries. However, he maintained a
highly professional relationship with me as a resegr, agreeing with the requests by myself
and the student body for holding seminars, grolkstand slide shows. Amongst these were
the seminar on gender issues, and talks and dlidessdiscussing Modernism. He and a
handful of his colleagues attended my seminar orteroporary British sculptors Anthony
Gormley and Andy Goldsworthy, whose works and idegsed around the human body, and
the environment | particularly wanted to discussTehran. On one occasion the students
cornered him in the lobby asking for his signatomehe permission slip to get keys to a room
with facilities for a slide show of my own work. fee signing the slip, he looked straight
into my eyes and with the gesture of his hand &edntovement of his head, he said “Not
problematic?”, to which I replied “No!”. To my amanent, | realised that | had picked up the
subtle language of censorship, and that | undedstaactly how to implement it. | was using
it as a tool, and in order to get on with my ownrkyoas easily and simply as that.
‘Problematic’ in art institutional terms means riydand erotic art; neither of which are
tolerated in the art scene in Iran. This does reamrhowever, that such practices do not exist.
We have witnessed Mr. Vakili's crit session at Adkta campus above, and | know of a
variety of ‘life class’ practices in private atebe In Text IV in this Chapter | shall take my
reader to one such space.

20" November 2002, recorded interview with Dr. Kafshchan, in his office at Tehran
University

Dr. Kafshchian’s office is not very large, but asooodates his seat and large
desks with two/three chairs in front. Behind hiskden the floor stands a small
plaster cast very similar to Michelangelo’s slavesssibly a copy of a copy,
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about 60cm high. There are several paintings andptsces of recently
graduated students dotted around, and some glastedr book shelves full of
books. He offers me one of the seats and | setyufape-recorder. He does not
receive any phone calls in the thirty five minutespend with him and | am not
certain whether he has asked his secretary to hwdcalls. | thank Dr.
Kafshchian for his time and tell him that | was radwy his collaborative work
with his students on their ‘art walk’, video andugmment installation of
numerous large canisters of paint in primary caaund a projection of a group
walk. The video installation ‘The Lost Landscapbown at ‘New Art II' at
Tehran Museum of Contemporary Art in October 2088.knows that | have
also visited the Gymnasium on Enghelab Street, glse to Tehran University
campus, where his wall painting/mural (approxim#ét35m) depicts
man/machine/power, with various interpretations sslutionary themes. Dr.
Kafshchian is attentive, listens to the framewofrkny questions carefully and
proceeds as follows:

“My primary aim in organizing this walk, the indtation you refer to, was
to create a state of transition and transformatioriring such a state of
mind to the attention of the individuals who toadrtp | believe there is
something missing in our inner lives, we are soaged with the
mundane, and the surface, that we have forgoteendta of the inner. |
wanted to create an occasion when we might indaregé locate this state
of transition and transformation, contemplate ay shello to it, and
discover its peace. | wanted to question the tbarisews we all hold
about landscape. We seem to be tourists in eveagesof life, and
although the tradition of pilgrimage is part of owulture we have no
grasp of what it could mean. As you see on theovidghe course of this
10 kilometre walk, gradually and despite the ardupurney and aching
feet, the students develop a relationship with Kmedscape and the
environment they are in. The ‘lost landscape’ iraiglly is a place, itis a
hill and has ancient history. But the ‘lost langs=abecomes a metaphor,
the students become more contemplative as to whdtmeans, and this
was evident in their paintings. They started withodling, pouring paint
disinterestedly...but towards the end their drawiolganged nature. The
hope is that this experience awakens or alertedesewhich of course
depends on the individuals and their potentialdbsorbing the idea. It
was also an occasion to see smiles on their fdespjte their aching feet.

“In relation to the organizational structures, Teculty of Fine Arts is
one of the 26 faculties at Tehran University whigdis founded some 63
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years ago. When The Fine Art faculty was foundedt gufew years later,
architecture, painting and sculpture were the sulyjects taught. As you
know we now have an extensive programme in thisilfiadn several
departments. Industrial design, graphic arts andligephy, art
photography, theatre studies, film studies, andienogve been added to
those initial subjects. Our intake, of 80-90 visaals students, is on a
yearly basis except for art photography which isrgwther year due to
the limitation in facilities. You have seen our qauter room, we also
offer some foreign languages and sports, conservastage design, and
many other optional topics as electives. There tsedit system of 109
mandatory credit units for each specialisation drstipline; these are
related to the core requirements in those dis@glinrhere are also 27
general subject credit unifsvhich must be covered in the course of the
ten semesters or four years. Yes, we are awateeati¢ight of the general
subjects, and we are in the process of reducingotitie of the general
subjects to 20 units. These will have to be forpeali and officially
announced before | can give you a breakdown.

“We have tenure and sessional tutors and therévardisciplines/groups
whose course directors work with the Head of Viguas$. This cluster of
people form the ‘administrative assembly’ or ‘shgedn ejraee’ and are
responsible for the execution of the programmesthadturriculum. This
assembly or ‘shora’ are all members of the ‘acadaouncil’ or ‘hey-atte
elmi’ who elect the Head of Visual Arts every tweays. The dean and his
academic deputy are also present in these eleciotigake part. It is a
quick process and we often rotate between the gditgrtor and his
deputy in order to maintain continuity in teachargd administration.

“Regarding the system being controlled top-dowrgoldgically based,
and the promotion of those tutors with the ‘chadmrt lacking academic
credentials; | think we have to reflect on whatbising done for the
student body. Let us put idealism aside, look atstiife and commitment
to teaching and learning, both the tutors and thaest body. Look at our
performance within the present structures and vihavailable to us,
these socio-political and physical structures. ks, programme design
at the outset of the revolution was re-writtenibdid not work. It was too

'8 Twelve of these general knowledge units are omréhielution, Islamic morality, Islamic ethics, and

Islamic texts.
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prescribed and ideological with great stress oe févolutionary’ and
‘religious concepts'. It was soon realized thadlestis must experience art
processes in the studios, and create art accotdittteir experiences, so
things had to change. | can say that what we dooforstudents now,
today, matches any institution in Paris. You haleeoved our practices,
in the studios, the crits, so you must have seandéspite the headscarf
there are freedoms. | have this reputation of bdimggh, keen on
discipline. Yes, but | want to maintain contactdialogue, with my
students so | am open to discussion. Your thesiddaao well to see us in
the light of our endeavours today and now.

“As for the influences from my studies in Pariswdrether Paris changed
me, perhaps | would have changed anyway no mattext.w had a
wonderful time and made numerous French friende Jdod thing was
that we discussed everything: rights and wrongg. IBalso met people
from the African nations with colourful clothesl|elarnt from them, how
they preserve their identity. We socialised a lotl ahe ‘information*
people called on me on numerous occasions. Welkrgteghdably, they
were paying for my education and wanted me to pagy. Before going
to Paris | had travelled extensively as a tourisRakistan, India, the Arab
world: Saudi Arabia and Syria, Italy and Francet, tw duration of my
studies in Paris provided a great opportunity feece on my own culture
and see theirs. To observe strengths and weakniegsea distance. This
was an incredible experience, to have the timetep back and watch
yourself and your own culture, and then watch thmlents and tutors
there. You see, we have worthwhile values and ticedi. Now, as the
group leader in the Visual Arts Department, | anbsgy | cannot stand
outside of it all and watch the socio-political bglours, observe their
direction and development more clearly.

“The education | received in Paris was seminar dyasat | was impressed
by their positive outlook, their discipline. My lefls did not alter as a
result of being there, what had been based on emand youthful
imagination turned into articulated and logical cdisrse. My French
friends would comment on my zeal, and my accenigpfiom Mashad,
and the fact that my wife would never remove hexdsearf in public. But

9t is alleged that the behaviour of scholarshipdents, before and after the 1979 Revolution, are

observed by informers! | am not sure to what extent
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we got used to one another, enjoyed a dialoguesand they changed
their judgement. The picture they had created @ir iminds about people
from our geographical region being terrorists whered. In fact Paris

Municipality invited me to paint a mural in a pubplace and | heard only
a few months ago that it is still thételt was a scene of our traditional
Norooz celebrations, the spring equinox. Cultuaaswork together.

“As for art travel and visits for the student botlyis is a discrepancy for
our students. What we teach them through imagesbao#is is distant
from them in reality. We know how difficult it isof our students not to
see the art we introduce to them first hand, ngtlein replace the charge
of standing in front of a painting, a distanceustjone metre, and looking
at it, seeing its brush marks, experiencing thegraef its colour. But we
do not have the budget to take our students torexmme these things on a
yearly basis as used to be the tradition. | orgahi trip to Paris and Italy
when | came back from my studies, and many couirgetdrs attempt
this within Iran. The University buses are old, ahd responsibility for
safety is enormous. We are hoping for a trip to\adican and Paris in
the summer®

Before | leave Dr. Kafshchian, he gives me two pgophs of the work of his
students partially wiped off. This is presentedGhapter Six. These are wall
paintings on the campus within the Faculty, depgcfiorms at once resembling
trees and the male torso. | ask who dared damagewttk, and he says
‘heraasat’ or ‘Islamic ethical guardians’! | askrhiwhy they have not taken
away the plaster cast of Michelangelo’s slave mlaoehind his desk. He says
“They have not got this far yet”. On this note, aathost choking | take my
leave. | believe the same has happened to his natirthe Gymnasium on
Enghelab Street. Who are “they”? So often one heafsrences made to

% This is interesting since no paintings/murals rivarkhe celebrations of the Iranian new year have
been shown in public places in Tehran since 1979hé interiors of homes, however, regardless of
religious beliefs the celebrations are as strongvas. Public expression in public art is reserfagdhe
faces of the Ayatollah’s, and specific Martyrs. &€ims do have amazing billboards which often show
faces of beautiful young women in contemporary dashionable headscarves. Magazines and
periodicals too, often depict the faces of youngubiéul women.

L In October 2003, James Bland an MA painting sttglahCanterbury Christ Church University who
had just returned from Italy informed me that he stedents from Tehran University drawing at the

Vatican.

82



Chapter 4, Text 1

“they...themselves”. These characters, | would sug@ges the new generation
of zealots with little education and mobilised e ftundamentalist factions in
the government. The interpretations of Islam putvéod by these factions are
interconnected to power and money in the namelarnls

| locate and obtain a copy of the curriculum bremaiw before | leave. | realise that two thirds
of the credit units are concerned with core arfesttb. The remaining one third are subjects
such as physical education, the English languagepating, Farsi, family planning, and
Islamic discourse. These are separate from theragheal studies regarding the Muslim
heritage. The latter forms one third of art theorygeneral. This analysis suggests that the
design of the curriculum is based on an attitudallafound education, rather than a full focus
on fine art, for art’s sake.

| also find out that there are several professndsassociate-professors in the faculty and that
many of the scholars who are members of the ‘acedeouncil’ or ‘hay-ate elmi’ have been
in the department since before the Revolution,aredot necessary politically appointed, but
their areas of expertise are indispensable toateltly.

In contemplating my interview with Dr. Kafshchiaih,has become evident to me that Dr.
Kafshchian perceives himself as a caring and resplenleader of his department, and not a
grand designer of hardline policies implied by #ré community in Tehran. His position,
however, is complex. His upbringing in the holyaif Mashad in the northeastern province
of Khorasan, a highly regarded religious venuetliermajority of Iranians, must play a great
role in his sense of tradition, and religious z8&lese must have been particularly sharp in
his youth affecting his views towards strong abegies with the Islamic Revolution.
Naturally, then, aspects of art history and theussion of the nude are not tolerated by him
as points of principle. Such perceptions bore retimm in the initial years of the Islamic
Revolution, as they do today, and were rewarded sgholarship to study in France.

Dr. Kafshchian’s sense of identity must be profdyndterconnected to his institutional

status, and the influences in his upbringing. Hisspectives are further bound by what is
required of him outwardly as a Head of Departmen@@hran University, his means of

professional survival. Unlike Mr. Vakili, he doestrown a private atelier full of adoring fee-

paying young learners, he is an employee and umistital behaviours anywhere, are bound
by group loyalties. | do wonder whether one mighttqpose specific political discourses
such as Dr. Kafshchian’s, to specific allegianaesierarchies in academic environments
anywhere. Ironically in the last three years | haleerved administrative changes in my own
department in Canterbury including two deans angethheads of departments. Group
loyalties have on many occasions prevented traaapgr | do not believe transparency is
available to us whether in the so known democratiayndemocratic worlds. One does not
know.
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Part Three, Sculpture Student Shiva Sadegh-Zadeh

Shiva is a graduating student in sculpture at TreHdmiversity. She has a gentle but

determined voice and what she says is highly cens@land articulated. She wears her hair
with a longish fringe partially over her large eyesa long plait down her back. Her pale

patterned headscarf is carefully chosen to compiérner skin tones and is loosely knotted

under her chin as if a mandatory accessory, shesw@dits placement frequently to just so.

Indeed headscarves and the way they are worn giné/Hinked to fashion. She wears a short,
above the knee, fitted knitted ‘roopoosh’ overaipally in ash grey showing her blue jeans
and sneakers. She carries a satchel. She is nayway extravagant or out of the ordinary in

her appearance.

| first met Shiva in the last days of my stay ie #$econd leg of data collection in the students’
cafeteria at the Faculty of Fine Arts. She comnebat she was disappointed her course
tutor had not invited the graduating students whosarsework were over to come in
specially to attend my talks at the sculpture depant. So she located me and brought in a
well documented portfolio of her best work to shome. | was impressed with this
demonstration of intellectual energy, not to besfiatl with what has been decided for you,
and to search for and locate what might be intergst the long run. | was particularly taken
by Shiva’s maquettes. These were an assembly séatesd cones and cylinders, and small
scale maquettes in stiffened, slightly curved, pudched felt walls which dividing space in a
multiple of ways. In the following interview sheitarally analyses some of her experiences
engaging with art education.

January 29 2004, interview with Shiva Sadegh-Zadeht the Cafeteria at the Iranian
Artists’ Forum

We meet at the Cafeteria and order cakes and sceraan large glasses; Shiva
responds to the framework of the questions | pilietoand | take notes, word for
word, in Farsi. She observes my writing as we pedand occasionally changes
her mind.

“At the moment | am gathering materials for my digation which will

be bound and submitted on the day of my finals ¢$p@sentation. | am
following a few strands: land art, environmenta| #re ephemeral, ‘site’
specificity, and performance art. Although my athgstutor, examiners
and whoever is invited will be present, | am makamgangements for this
to be documented by video. | am designing a vdrsicalpture in adobe
mud bricks whose centre would be in ice; as thegs® of melting takes
place this sculpture will start to disintegrateyvdly collapsing on itself.

The adobe bricks will be made of the earth | wchdde dug up at the site
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of the sculpture...so the base of the vertical isthe hollow, and

subterranean...viewed from a distance the sectidheokculpture that is
in the ‘dug up recess’, the roots as it were, wontit be seen, the
sculpture would be just a presence on the horizwnaf limited time.

Calculations of scale, time, weather conditions dachperature are
important parts of the processes. | am interestetl moved by Andy
Goldsworthy’s ice sculptures and am translatingadicle by Anthony

Gormley regarding his views on the ‘site’ of a gtute. This takes a long
time as my English is not that good, it is whateart at school and
university.

“Discussions about art either with fellow studeatsspecialist sculpture
tutors are limited...some space was given to thithanfinal year when
one would be invited to give an opinion... But on thhole the tutor

would speak and we would listen. | have managexbitstruct a personal
line of thought in relation to the lectures givey KiIr. Daresh...but |

imagine seeing tutors at work, and working in thali® with the tutors to
be a different sort of experience altogether. hwisould experience that.

“Most of my knowledge regarding contemporary afrisn attending the
library and talks at Tehran Museum of ContempoeatyThere have been
two conferences on ‘New Art’, and the foreign sparakusually show
slides which are new and interesting to us... Theseaum provides
simultaneous translations. Very few of my coursdamaattend these
talks. In depth art history modernism, or conterappiand conceptual art
were too piecemeal at university. In fact, theym@inreferenced topics,
without addressing or analysing issues relatedhto artists and their
deeper perspectives. | discovered Richard Serkaks, and found his
minimalist surfaces really quite daring. | like thveighted mass and the
groundedness of his work and how one inhabits pace he creates.
Some of my maquettes were influenced by him...I wdikd to learn
more about Cindy Sherman and Sara Lucas, and IReveé Magritte. |
used to spend much time looking at books at thelBes library until the
end of my 3rd year. Gradually | approached the Moss library... but
new books are bought mostly for the students ihisecture, and not
painters and sculptdfs

2| believe this might be because of censorship.
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“Religious Knowledge, as you know, is given muchighe and is a

subject area that we study through out the edutafistem. At university,

we have to cover 12 units which is similar to timgsifor drawing. These
12 units cover Islamic history, the history of trevolution, ethics and
morals of Islam, Islamic texts, and principals @fgion in Islam. We can

only take one or two units per semester, so ircthese of the four years
at university we have these topics to drag witlyesr after year. Fathers
often think ‘oh well there is some control for tedgds’ but mothers are
sceptical.

“I wanted to go to ‘Honarestan’ which is just abaut at high school

level, but my father thought going to a specialiaedondary art school
problematic... neither here nor there... | don’t thimk considered it as
education. My four year period studying art at ensity has persuaded
him that yes, Shiva has chosen a life directiorhfimself and it's alright...

Especially since the day | won a prize for my itiateon with needles. |

created a very narrow path with white polystyreraisy at the end of
which were scattered one thousand soft new grearese..but the walls
were pierced with over one thousand large quiltiegdles which | had
asked my father who is a tailor to buy for me. | also preparing for an
installation of seven white steps covered in neethat end onto a white
wall!

“From my university training, | have learnt thatmust express my
opinions, and that | must organize my thoughtsabse | know that | do

think. Before | was quiet, of course | thought thea, but | did not realize

the relationship or the transition/transformatioagesses of thinking, into
expression and articulation of ideas and viewsnk does not express,
voice or articulate thoughts and ideas, particulaml art, one gets left

behind. Expressing ideas and thoughts are signsegitering one’s

existing and being | believe. | have learnt théxsegs at university

“Recently, | collaborated with a male course-matel apent one week
away from home for the first time ever. My fathegreed with this
because it was for work, my art. We went to Hamedaid hour bus
journey from Tehran, to contribute to a nationalj@ct working with art
students in the provinces. It has been great t& vagether and exchange
ideas, we have been doing this for some time. Butlgnow at the end, in
the ceremony when they were reading out namespad&dging various
art projects, they gave him the credit for our adration, and to my
astonishment he did not correct this assumptions&ié ‘never mind...
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As long as it gets done, it is not important in wlaame!’. | had to
intervene and put this right. As a male he is usedetting credit for
whatever he does, it does not occur to him thaahtwmy name to be
mentioned and my input acknowledged.... We are swggptisget enough
money to cover our costs for this project whichudtddoe good because
my parents have been paying for everything so ifiarifis not easy for
them. Although university education is free, arstsoa lot. Male students
usually have jobs, but hardly any female studertgwvhile studying, it
is not practiced traditionally. | am waiting to duaate, and then | will
think about working..... Do you know, | feel sometsnthat | am just

beginning to understand what art means... | wishedould start
again...... O, can we cross that last bit out? ..... Welbu think its good,
leave itin.”

Although highly critical, Shiva determines the fougar period of her art education at Tehran
University as an intellectually worthwhile expereen She has found a voice. This has been a
transitional space for Shiva. Significantly, she ltaused her traditional father to readdress
and reconsider his opinion and to come into terntis art education as a worthwhile process
of self-development with future prospects. So Slhiaa caused her father to experience some
transformation in thought. The profound philosophMew of life, evident in Shiva’s case in
her melting vertical on the horizon and needle eid@aths, are characteristic of every single
art student | talked to in Tehran. The introductadmew iconography, the needles and the
soft new leaves, marks Shiva’s originality in pgteen. Her father being a tailor, she must
been well acquainted with the function of needtes;adoption of this local ingredient and its
transformation into an idea and a concept is pegciwhat art education is about. Similarly
the idea behind her finals project, mixing adohbeksrand ice to create an ephemeral vertical
sculpture, are observations of local and tradifi@aacepts. Ice banks/warehouses or ‘yakh-
chaal’ are ancient traditional means of producicgy for the summer months in Iran. Vast
areas of land with very thick-walled adobe struesuwere filled with snow and water in the
cold months to create enormous ice mountains. &hehing Shiva has received, her personal
sense of enquiry, the books she has looked atintemaction and discussions with a male
colleague on a regular basis, and talks at Tehraseim of Contemporary Art have been the
contributing factors in her development, this is tase for art education anywhere. Shiva is
inspired. | admire her for her aspirations, and $emse of agency to drive ideas forward. |
recognize these elements in her conduct becausave lbeen there, 1 am still there
experiencing and experimenting in Canterbury. lyndler observation of gender issues, and
her critique of those issues is widespread amdhgsinajority of women | have met in Iran. |
shall demonstrate this in Text IV in this chapter.
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Chapter 4, Text II: Contradictory and Paradoxical Spaces

Following Shiva Sadegh Zadeh'’s lead on her scudptilnoughts in Text I, Text Il presents
teaching and learning contexts led by two eminatdrs in the sculpture studios at Tehran
University. Sculpture as a discipline in fine artniot practiced at Al-Zahra University; their
3D studio practices such as inlaid woodwork arbegiaddressed as a craft subject or as a
support or optional medium.

Text Il indicates the critical views held by therfp@pants touching on their individual,
professional and collective sense of integrity &fehtity. The accounts given are based on
my attending and observing studio sessions withmudr arrangements with the tutors
concerned. Unlike the question/answer format of tTexthe assertions made by the
participants in this Text have been made voluytaghd without my soliciting their
specificities. This is precisely where their poigog lies; the participants have demanded my
attention and focus on the paradoxes in phenomenthdir space and time. If Text |
elaborated on the development of the curriculum staffing structures since 1979, Text I
enters into teaching and learning situations argtesssed socio-political observations of the
participants.

The sculpture studio

Tehran University sculpture studio, also knownhes‘8D workshop’, is just one block away
from the Visual Arts Department. It is a purposdtbdight, airy and vast single story
rectangular hall (approximately 30x10 metres) watthigh ceiling. Several sessions might
take place at one time in this spacious facility.fiont of this studio, it in the courtyard,
stands a magnificent long haired goat in twistexlstvhich is the work of the late Master
Ismael the technician. Two more of his goats argpldyed, on bench level, at the
Jamshidiyeh rock park in north Tehran. The studis large windows along the walls on the
left, and a narrow gallery up some steep stairshenright near the entrance. Opposite the
entrance at the far end, there is a kiln room winiak recently been fitted, in January 2004,
with large kilns replacing the old gas operatedsom@mmediately in front of the kiln room, is
the plaster and clay area which accommodates {aogelen tables for plaster mould making
or working with large or small quantities of claghere are a few sinks and taps in this area
too.

Coming in towards the centre of the studio, frora fhaster/clay area, there are numerous
individual work tables/stands where students engdeges in their chosen materials. There are
several plaster cast busts of various sizes datahd, but the most imposing is a giant copy
of a version of Michelangelo’s ‘The Dying Slave’ (513) placed near the windows. On the

opposite wall to the windows there is a large fiet a Graeco/Roman pastoral scene. This is
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placed almost under the ceiling, so observatiomaivohgs and/or copying/modelling the

frieze in clay are done by placing high stools dedtes. There are tens of lockers against this
wall, opposite the windows, on the floor, wheredstuts’ works in progress are stored. There
are at least two teaching areas, complete with idgawoards, tables pushed together and
stools all around, where group discussions andhiegctake place. This is indeed a

marvellous open plan space, well attended to bytwhetechnicians and the cleaners. The
tutors often congregate in the office area, toléfieof the entrance where there are desks,
telephones, filing cabinets etc. and where thersuwmongregate to have tea and hold

discussions.

Extracts from Data collected on November 9, 2002, in Mr. Daresh’s session

| arrive at the University at 8.20 am, having k& house at around 7. | head for
the 3D studios to observe one session in Yeartl3pwadh classes are scheduled
for 8.30-12, the technician informs me that nothingch happens before 9
o’clock. | make notes of the facilities. Last tirnattempted to sit in the sculpture
classes | found out that the practical part of eaional University Entrance
Examinations for art were in process. Once the idates get through the
written examinations, they undertake a practicangxration followed by an

interview.

When Mr Daresh arrives, | introduce myself and tath briefly about my
research, he listens attentively. Mr. Daresh afgpeansitive with a droll and
ironic sense of humour. He is clean shaven in & siait and perhaps in his late
40s. He proceeds to tell me that although they lsaventeresting collection of
students, there is a major handicap because ofkadfaproper museums for
viewing and contemplating art on a one-to-one ba$ésalso says that despite
this, in the last two years they have had two sitedesho succeeded in getting
places and scholarships in Florence and LondonMA®aresh and | proceed
towards the teaching area, he tells me that hewbathe can, but he himself is
in need of reading about the new developments ufpaae and that he hardly
gets a moment these days to do anything as schakthat.

The session takes place in a space, a sort ofvenckehich is created by a
number of tables pushed together in the centreynaravhich are numerous
stools and chairs. There is a portable green bthetdis used by Mr. Daresh
during this session, beyond it there are shelveshé\is stopped by someone, |
go and join three young women who are alreadyngitéit the table setting up
their ‘work in progress’. Mr. Daresh joins us amda few minutes there are 15
female and 6 male students present; two more joituring the session. Most
students have their drawings, studies, and phgtbgraf experiments on the
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large table in front of them. There are one or temstructions of geometric
forms. Mr. Daresh joins the group and sits at Hraeestable and introduces me to

the group, addressing me he says:

“Iranian students’ experiences are twice their @ge because of what
they have been put through these recent years. areefprever thoughtful

and uncertain and you can see this in their fdtes.said that you need
40 years to get over a war! We had an 8 year wr aqg only 13 years

ago, it is ever present in our minds.”

He then proceeds to say that they have been halisugssions regarding the
idea of motion in space, “volume, space and movémewards a project for
the end of the semester. He adds that there &ldidn of ‘crits’ or ‘judgement’
(pronounced in French) at the end of each projdatnareveryone’s efforts in
investigating, understanding, and creating worguson show and analysed by

the group.

I notice a very well made transparent blue setufes with moving fractal
geometric parts in and out of the sides. Theses garggest the possibility of a
variety of way for construction. In response toesaV students’ questions about
their initial drawings and maquettes, Mr. Dareshggasts that the blue
transparent maquettes be passed around for evetgoaramine closely. He

says:

“Drawing is to record the processes of an idea fitgsnconception until it
has left us and is external to us. As if in a alball, drawings reflect the
journey of our thoughts into objects. They regigteas. These may be on
paper initially, the design, the studies or theeskpents, photographs,
and the construction stage. The process of re-rgakith the introduction
of colour, or the introduction of colour for faceistinction, or re-
adjusting the colour, are all still drawing. Whaick a process does is
constantly increasing our understanding of theticglahips of space and
the object in it; volume, motion and space become concept through

these drawings.”

There are a number of questions asked as studeaws some from objects in
front of them, and they negotiate ideas in grougs. Daresh responds by
saying:

“Sartre says that ‘freedom imposes itself on us,ane hesitant to use

it...". Do not think about limitations. Be free, &dst for now. It would be
great to see some drawings that could never bisedah objects... Draw
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from your experiences... Remember our heritage ofaibjin bronze, of
beasts depicted as burners, of glass... Think aleutoncept of water
and what it means in this geography of ours, awd ihaould be captured
in space.”

A female student joins the class. Mr. Daresh loak&is watch and greets her
saying: “So...every three weeks or so you wonder @vare getting on and
drop in to make sure we are doing our job?” Shdesmand settles down. |
notice that Mr. Daresh does not take register.

Mr. Daresh gives some time to discussing colowe:simplicity of form, and the

impact of primary colours, Calder, Kandinsky, Légand Miro are mentioned.
He urges the student body not to be satisfied thi¢hfirst stage of an idea and
suggests that they should think ideas through &g ¥enture out and carry out
research from the environment, observing, and tigesng new possibilities.

Perhaps they should take a nature walk and obsbevenovements and the
hovering of a dragon fly in space. Some studeninsieelike the idea of water

and plan an experimental project. They would caliabe and examine weighted
balloons floating on water. | decide to join anafyraph them.

Mr. Daresh then stands up and demonstrates sonséiiies in a drawing on

the green board. His drawings are precise and gectride invites the students
to imagine a turning/moving geometric object legven 3D form, a cube for
example, crossing the space and going throughandesmaller geometric form
parallel to the first and stopping at a third foatso parallel but much smaller.
He wishes the students to imagine what transfoonatithese objects would
assume. “Drawing”, he says, “brings concepts tagéth

A number of students come up with the idea thatnadter what its form, the
object in motion will leave a circular impression @anpact. They introduce
circular forms to their drawings. There is a sugigesthat there is a school of
sculpture that deals with movement of objects iacep Students seem to be
familiar with Calder and Miro, but make enquiriesrh one another about the
works of Isamu Noguchi and his garden museum iradaplis website is
mentioned as is the website for The Louvre andsdslpture collection. |
remember one of Damien Hirst's sculptures of aetabhnis ball suspended in
space in perpetual motion by air pressure. Mr. Elaraakes a pointed assertion
here addressed to me:

“We have paradoxes in this modern life of ours;hage access to the net
in our homes and we are in touch with the worldtigh internet and
satellite. Every middle class family has a saliglevision now, yet the
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gate keepers at our university entrances, who wer@ously engaged in
farming the land, stop our students and search #Bmmnetimes... This is
lacking in logic, our students are intelligent #img people... What is the
point of this search? Nobody could search the castef their heads.
What is the point of censorship in our news?”

Mr. Daresh invites the group to think about formpace, and motion and to
search for metaphors for their ideas. He suggésisane could conceptualise
and imagine a film script: how a character is sh@atting off from a starting
point, how the viewers follow her movement in spabeough the traffic, to the
airport, in the plane, arriving in another space. ddys that one has to imagine
the evolutionary stages in ideas, and the procés®mstruction, and register
them in drawings. As the drawings and the condtmncbecome nearer one
another, new relationships will emerge for conteatiph and further
development of the work. Mr. Daresh suggests thastudents should imagine,
draw, and execute the work as a chain of procebeadvises the students to be
cautious about “this business of ‘| like™, “I ditl because 1 liked it...”. He asks
the students how this ‘it’ that is ‘liked’ might beusted... What its principles
would be....the criteria behind it... He says that ikigot a fruitful stance and
that there must be clarification at every stage, that one needs to think and re-
think. It is a question of “thinking”, “looking” ah “observing”, and “thinking
again”. Students draw, talk and look at each oshedrk. Some time passes. Mr
Daresh asks if the drawings might be passed arfarneveryone to look at. He
asserts:

“This is an exercise that you will take home, rexkhand re-draw and
gradually develop by introducing new elements tédcuracy and colour
might be part of those elements. Anything elseuigety welcome”.

| think about ‘abstraction’, ‘imagination’, and ‘toeptualization’. | know this is
the beginning of term and | shall not be able terat the crit at the end of term.
I would like to see what the students come up witthank everyone for
allowing me to sit in this session and ask if | htitake a couple of photos. One
student volunteers to take photos with my camesenfa table top in order to
include everyone, myself included in the photogsag@ks | gather my notebook,
Mr. Daresh enquires after my methodology in my aese. | mention that other
than ethnographic principles, | am taken by the ridean theories in
deconstruction. He looks at me with a smile andss&yh yes...and that
‘différance’ of his”. He then says that it would begood idea for me to give a
talk to his class. Some students volunteer to wookis and equipment and liase
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with me, | note down their mobile numbers just befbleave | ask what sorts of
topics do they cover in sculpture. A range of irgkationships with ‘space’ are
mentioned, foundry, ceramics too, although theskitave been out of order for
some time. They also have specific classes forystgdvolume, form, and
analytical studies in sculpture.

| note that these Saturday morning sessions with Ddresh are theoretically
from 8.30 to 12.00 but they start after 9 am andallg finish around 11.00-

11.30. I also note that most male students havg jhd that the weekly basic
attendance requirements are around 16 hours.

There are two mature female students in this gnebp come and find me
afterwards to talk. One has two children and hasecback to education having
seen to her brothers and sisters after their mstideath. She is not 40 yet and
has two children of her own. She tells me that shehes very much to
participate in the Gender Seminars being organizgdother students. She
volunteers to translate into Farsi, and distrilibelist of topics | have prepared
for these seminars.

Reflections

The foregoing accounts demonstrate that the tegchnd learning art is understood as it
would be anywhere in the world. There are of cosrsecificities in approach because of the
tutor and his direction. Mr. Daresh combines formdéas and abstraction through
imagination. The data demonstrates that studemtseacouraged to consider motion and
space as evolutionary processes. Mr. Daresh’ssstresrawing as a means for understanding
and registering ideas and thought processes isvaodtey. However, his discussions reference
socio-political circumstances. On several occasibasrefers to the contradictions and
conflicts in being a student seeking knowledge, beithg in a society where censorship is
experienced routinely. Resource limitations areught to our attention in the lack of
museums for personal and face-to-face engageméniwerks of art. The resources available
to these students are limited to books, videos, aglosites. These in themselves are often
dated, according to my observations in the librarythe Faculty of Fine Arts at Tehran
University, and despite the annual InternationablB&air. | have attended this Spring Book
Fair, and have seen the wonderful array of art ook sale. They sell out fast. Sadly
however, it is not the ordinary students who bugsth but well-to-do followers of art. | know
well how my visual literacy depends on books, gake and museums outside the institutions
at which | have been educated. But despite sucharable handicaps, the students and most
tutors persevere passionately with the job at fzenldest they can.
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Mr. Daresh’s concerns about his students becomélglquoignant when he addresses the
world, through the researcher, to speak aboutffieete of Iran-lraq war (1980-1988) and its
lasting damage evident on the students’ demeandtis.damage is undeniable across all
strata in Iranian society, it has born great losséife, economy, as well as the promotion of
a ‘martyrdom culture’ by the government. The maityn culture takes advantage of the
nations’ emotions towards securing a culture of-rsghteousness for the regime through
religiosity.

Furthermore, we are urged by Mr. Daresh to contatapthe paradox and contradictory
nature of ideologies in society in Iran. The apilib access the world through information
technology, whether at home, at the net cafést tmeacomputer rooms at universities and
institutions on the one hand; and the humility shedent body have to endure as members of
that society when they are checked and searchedebygate-keepers’ of little education, on
the other. Mr. Daresh considers such incident®and of attack on the integrity and identity
of the student body in the particular context oé thniversities. This is indeed often
commented on by the students themselves, but piantic female students who tend to be
more expressive in their dress code and conduch Paradoxes and contradictions create
dualities in behaviours and the concept of ‘inodédide’ becomes political. It is implied that
one can only be ‘oneself' in the private spacehefinteriors and only with trusted friends and
family. This is in sharp contrast to the expectetysvof public conduct by the government.
Any hope for unity, transparency, and trust amoragst between individual members of a
society are thus demolished. Incredibly, howeveulgures do get made, and the art
practices do continue.

Sculpture session with Mr. Sheikh-ol-Hokama

Following Mr. Daresh’s session, | join ‘Year I' witMr. Sheikh-ol-Hokama just
a few metres away. Mr. Sheikh-ol-Hokama is a pcaggi and exhibiting
sculptor and leads the discipline at Tehran Unitserdany of his students
experiment with aspects of the anatomy and createah form, the extent of
which is negotiated between the student and tutal \what might pass as
acceptable. | find Mr. Sheikh-ol-Hokama in the ptasarea with the technician,
and instructing some of the students on mould ngpkirocesses. | introduce
myself and he seems to know all about the resedsthe is busy, | join the
students away from the clay and plaster area.i$hi®ar |, there are around 15,
working individually, but some share small tabl€sio students are discussing
the difference between Plato and Socrates. Onestidis modelled a complete
male figure in clay with every muscle visible, amdproportion. One female
student is struggling to model a female form. Salerale and female students
are playing around with numerous identical shapegplaster and clay, these
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seem to have been only just released from theirl gplester moulds. One

student is suspending a long strung form betweenpoles. He has made the
bridge-like object from numerous square sheetsaofllioard, strung together
with dental floss. Some of the facets are in colbget their permission to take
photographs and sit near them to write my notes.

Mr. Hokama joins me; he says that when he startedking at Tehran
University before the 1979 Islamic revolution, thed a policy of one extensive
European art trip per year; he reminds me of tkeueable exchange rate they
enjoyed at that time. He then points to the tiledrf and says:

“When we look at this tiled floor, despite its basinction, its age and
marked surface appearance, we see harmony in é&.s@ime geometric
shapes, the same colour, all worn out evenly ageéther...this unity
gives it its character and integrity. It shouldtbe same in this faculty, but
it is not.”

I spend much time thinking about this statemenivdetd in absolute calm, and without any
trace of bitterness. | feel | have nothing to amldt nd decide to report it as it was delivered.
In my view it can only emphasise the conflict inrgeptions, referenced by Mr. Daresh in
relation to the individual and the so perceivethilsic’ society. It is evident however that the
tutors and their students collaborate in creatingamosphere they can work in, but they
never cease to be critical of their circumstanaes the limitations forced on them. They
know well that they are undermined and that theyaapable of much more, only possible
through absolute autonomy.

| attended two further sessions on the historyhefdevelopment of sculpture in cultures as
diverse as the Graeco-Roman, Egypt, India, and a&hifierracotta Soldiers. Dr. Zahra
Rahnavard, who is also the chancellor at Al-Zahmaiversity narrated these videos
mentioning terminology such as “paradigms”, “parten®’, and “socio-political” in English
several times. Remarkably, these videos were soeditéed that there were no signs of either
free standing or relief sculptures depicting woraed goddesses. On reflection, | believe the
videos shown by Dr. Rahnavard were a form of russigitseeing the world, rather than
discussing art. My gratitude goes to Dr. Rahnavhodyever, for responding to my question
about the future of the female art students. Shernmed me that 65% of the national
university student body are female, and that thadgating female art students have
opportunities to work as artists, open private ismi@dnd galleries, become teachers, curators,
and designers, in a country faced with severe utmment even for its doctors and
engineers.
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Tehran University

Study of plaster casts

Discussion of form, space and motion
Study of bas-relief

Study of form, motion and water in a public space
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Chapter 4, Text lll: Transparent Spaces

Introduction

This text explores the range, and nature of arbrthéaught at the two institutions in the
study, whilst also indicating aspects of studiocpcas related to theory. By ‘theory’, in this
context, | mean a range of ideas, and abstract lealye®, rather than concrete hypothesis and
rules. Following Mr. Daresh’s assertions on drawargl colour in the previous text, and
because painting is the only fine art disciplin@BZahra University, | shall primarily relate
my observations regarding 2D work. The text seekslarify the focus and perspectives
adopted, rather than the detailed analysis of eocostents. The activities and orientation of
the sculpture studios at Tehran University havenhegated in Text Il, and through Shiva
Sadegh-Zadeh in Text I.

Except for the extended account of Dr. Azjand'ssges crucial to my argument, the data
presented in this text are either in condensed fmsed on two-hour lecture observations, or
brief extracts from studio observations of simithuration. In the following paragraphs,
however, | have brought together the shared clerstits of the art educational practices |
have observed to acquaint the reader with the genenduct at the Visual Art Departments
in the study.

Traditions and practice

Lectures or sessions on theory often take placgeams which accommodate around thirty
five students comfortably; the group sizes | halseeoved have not exceeded this number.
Both benches, and individual chairs with armres¢éswsed for seating and note-taking. The
rooms are equipped with fixed green boards orrglidvhite boards, sometimes both, for
illustrations, points and sub-headings in discussisummaries, and sometimes quick graphs.
All lecture rooms, also known as ‘Audio Visual Ragirhave bare walls, except for some of
the rooms at Al-Zahra University, which are palyidlted for art work to be pinned up when
necessary. There are always one or two desks Blaftar the tutors who carry a register for
each session. This register is taken seriously st tutors since student absences could lead
to administrative problems. Facilities for slideojection vary in type, and in every case
student representatives have been responsible@érating these. Tutors simply walk in with
the slides and other visual materials and hand toetime students in charge. On one occasion
a DVD was used, and the departmental techniciangtrtothe projector and screen, and set
them up. On two occasions at Tehran Universityapa¢’ was used; these project any 2D
image placed over the lens, and are very usefupfojecting book pages. Except for the
video of Alhambra shown at Al-Zahra University, tpgality of the slides and videos shown,
in my view, are not as good as they could be.
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Tehran University has large and airy studios withltiple lockers, easels, benches, and
‘antique plaster casts’ to draw from. The traffaige is disturbing at times, and in all drawing
sessions observed, soft classical music was playeé small CD/cassette player. Both
campuses have very good size galleries to showk'woprogress’, group mid-term shows,
and individual degree work. The gallery in the \dkArts Department at Tehran University
seems much more active in showing selections afestis’ works in progress. This might be
due to the number of students and the variety s€iplines in the department. Students,
sometimes in consultation with their tutors, cregpgortunities to curate 2D and 3D group
shows in the gallery, where drawings from all giioes including Industrial Design, Art
Photography, Painting, Sculpture, and Persian @¢aphy are shown. | have observed the
enthusiasm with which they go about such initistjvéhey often assist one another and
collaborate in their spatial considerations. Théega ceiling and walls are installed with
railings for suspending 2D and 3D work, these paraailings in the ceiling allow for 2D
work to be hung back to back creating spatial egerStrong fine double-ended metal hooks
of various sizes are available from the departraeatetaries for these purposes.

There is also a perfectly lit and vast double chemat gallery on the second floor of the
Architecture block at Tehran University, which ised for big shows from the Faculty and
from outside. Its curator/warden holds office dgrierm, he very kindly invited me to show
my work in this splendid space. | believe this wlas venue for many important art shows
before the 1979 Revolution. Al-Zahra University lzakecture theatre which can be partially
cleared for group shows.

The duration for degree course training is ten s¢eng. The period of writing a dissertation,
and creating art objects for a finals show are idatshese semesters and count as two
semesters in themselves. Technically, studentslglgpaduate after these 12 semesters but
many take longer, especially male students fronptbginces who make extended use of the
hugely subsidised food and accommodation. Them® ipractice of collective yearly degree
shows at either institutions in the study. Once shelents have passed the end of semester
examinations, and covered the number of requiredits; 126 in total, they disperse to
prepare a final's project. This comprises of a lbwnritten piece to represent theoretical
research, alongside related 2D or 3D work for amtetion. These are then presented in a
public viva where the course director, course tuéord the advising tutor are present and
might question the candidate on the work submif®dse members of the candidate’s family
often attend the viva. The grades are officiallp@mced some days later after this viva.

In my observations, tutors and students appearechaee comfortable and friendly

relationships, regardless of apparent or impliddipal or ideological differences. Indeed one
feels the students are fully supported and evetegied by their departments. Evidence of
this are the relatively freer observation of dresdes, more fluid male-female interaction
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within the student body at Tehran University campums the general conduct of the students
at both departments. This became obvious to mepelty when | spent an hour at the gate
of the Faculty of Political Sciences on Tehran l@nsity Campus, where similar behaviours
appeared to be more cautious if not restricted.tr@onto perceptions from outside Iran,
Islamic terms such as ‘haradmor ‘halaal’ were not referred to or consideredétation to

art teaching and learning. Such terms are mostlgte® to mosque discourses. All
interactions and discussions observed by myselt lakcled around a discussion of art,
issues and ideas related to it, theories, matefas), colour, etc., as in any art educational
institution. Whilst nudity and erotic art are categally not tolerated, one senses that such
conclusions have been arrived at subtly and thrahghethics programmes built over time
from the early years in education; for many thegextths not of interest in the first place.

Perspectives in art in world civilizations

The core of the theoretical studies at Tehran drdafra Universities are part of the national
curricula, designed by scholars who are memberthefhay-atte-e elmi’ or the academic
council either based at Tehran University, or istitations governed by it. These studies are
primarily concerned with the cultural-historicalvééopments in art in world civilizations,
rather than the specific and evolutionary analgsiart objects as ideas. The latter is touched
on, in a 2 credit module. The interconnection betwéran’s cultural heritage in art and
architecture, and its contribution to the broaddtucal-historical developments in world art
and culture become a focal point whenever releaadtappropriate. The range and depth of
ideas and topics addressed in these studies, inawy resemble what one might encounter in
a large museum, unravelling layers in culturaldrigt| draw on data below to illustrate my
point.

20 April 2002, Tehran University, Art And The History of Civilizations Lectures: The
Art of the Parthians - Dr. Azjand’'s Saturday morning Session, 22 female and 11 male
students

Dr. Azjand is an eminent scholar with numerous altlons. He is about 55,
clean shaven, and in a tailored fitted jacket &f giey, very pale blue shirt, and
light cream-khaki trousers. He wears large roundlalsses. He mostly stands in
front of his desk as he speaks, but occasionalliksvaround with his arms
folded, or sits briefly at the edge of his desk. déenands attention, addresses
individual students as if partners in a dialogueptiiosophy, calling them as

% ‘haraam’ is an Arabic word widely used in the Mmsiworld to mean religiously unacceptable.

‘halaal’ also from Arabic, is the opposite of ‘ham’ and it means blessed by Islam.
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‘Mr ..." or ‘Ms ..."” He recommends that there is no defr note-taking and
gives titles of books to be consulted through esidcture. He takes the register
at the beginning of the session, but is forcedat tit again at the end of the
session because several male students have alateedHe comments on these
late arrivals with humour and authority enquiringe@sely what mode of
transport was used; one soon realizes that mateofjoung men who are late
have simply walked from the dormitories!

Dr. Azjand summarises the discussions in the pusveessions on the debates
around Alexander’s defeat of the Akheamenids, dmd dubsequent Seleucid
period. The discussion continues with the intromunctof the Parthians, "2
century BC to 250 AD. The Parthians’ socio-politicantext is analysed, the
relevance of such categories of nomadic, farming] arban peoples are
discussed. It is elaborated that the Parthians nemadic peoples in essence, of
Arian race wishing to be different from the Hellem the style of government.
Frequent interference from abroad, especially Remepeated attempts to
manipulate the question of Armenia to her own ingleadvantage played a
major role in Parthian politics. As a consequenive Parthians fought the
Romans for supremacy in Armenia and Syria, maps tardtories are
referenced.

The Parthians, Dr. Azjand asserts, adopted andnebgob Mithraism as the

religion/tradition or cult of Mehr protecting heawvand earth and in celebration
of ultimate cosmic light, or the sun. Mithraism weagorted to Rome by Roman
soldiers initially as a secret cult, where remamfisvall paintings and reliefs

survive today. Dr. Azjand draws parallels betwelea origins of traditions in

Christianity, sound similarities in Mithra and Mess the idea of the Pope and
the seven stages of “Baabi” in Mithraic traditiaand the musical instrument
“Arghanoon” that the followers of Mithra played asdng to when they met,
compared to the tradition of organ playing (orgadnayanum) in Christian

practices.

He continues, that in their art, Parthians chosdism over idealism of the
defeated Seleucids, as is evident in the figureQafeh-e-ye Yazdigird where
faces and figures of individuals are depicted walistic characteristics, rather
than the idealism reserved for images of gods afaded symbolic iconography.
Similarly, coins from the period show faces thatéhapecific individual facial
markings.

Some students take notes vigorously, and are ableiseasionally to just listen
and consult the books later.
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Dr Azjand asserts that Parthian architecture aedtrdditions of wall painting

and relief developed in ‘pockets’ rather than bgeatral standardized system.
Repeat patterns in decorative stucco enjoyed aetrdous vogue under the
Parthians, forming the architectural ornament. Heeg an account of the
archaeological sites in the North East, Nisa, whémbans have excavated
Parthian sites, relating the sun-dried brick ammhetarchitectural forms, and
interiors of varied and diverse designs accordinthé local traditions. This, Dr.

Azjand points out, is repeated in varied style®s&ithe Parthian kingdom.

He continues that the best preserved remains frbre period are the
monumental buildings and statuary. Frontalism isuaged to be a way of
presenting the figure in a more imposing way insiggthe subject’s bearing by
the more immediate face-to-face contact. The ‘Fi@tt treatment by Parthians
can occur with an obliqgue stance and can be shdengside a profile view.
Pattern and details of dress may reveal a persanlsor social background, as
there was much concern for self-image in Parthia.

Dr. Azjand comments that the misinformed generaidémcy for many
commentators, from the $2entury AH or 19 century AD to the present time,
has been to equate Parthian art to a classical Imattiethe ‘ideal’ quality, and
the suggestion that any departure from these navmdd be considered as
“debased Orientalism”. He asserts that while theey be details which are
clearly borrowed from the West, Roman and Hellenis, the overall effect of
the finished product is definitely Parthian wittstitict local characteristics. The
adoption of the title ‘King of Kings’ by Mehrdad, Ibr Mithridates Il, he argues,
can be considered as a reflection of the King'sirteeestablish his legitimacy in
the eyes of Parthia’s subjects by appealing tddba that the king was heir to
the authority of the Achaemenians rather than tbhe&hs. He continues that,
Parthian art served as the intermediary for thastex of imagery from the
ancient world to that of Islam. The Parthians cancbedited with a relative
tolerance of minority religious faiths, no one pgree acquired a dominant
position, and that religion tended to take a baek & the arts.

Dr. Azjand pauses here and invites questions. 8eserdents check dates and
titles of books.

| ask whether there is any evidence of the statwsomen in Parthian art and
society.

Dr. Azjand reminds everyone that the Parthians weraadic in essence, and he
explains that there is evidence of small gold motieddess type figures. He
also says there is evidence that there existeddheept of “giss sefid” or ‘the
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white haired one’, who were wise-women sages ofilfeitb great age. The “giss

sefid” were regarded as chieftains, and assumedu ddgisory status in society.

He points out that the phrase is still in use evhrnacular in Farsi, meaning the
female elder who possesses knowledge.

Before we leave the room | ask the students whz of art they have enjoyed
discussing the most so far in these series of lestuhey tell me that the early
examples of Luristan Bronze were fantastic.

Later that morning, | asked Dr. Azjand for an imtew, as he was checking his mail box in
the secretary’s office. His response was:

“Madam what do you hope to cover in an interview. e Wave been living a life
in the last twenty five years”.

| have understood this statement to indicate aimaomin of experiences regarding the
aftermath of the Islamic Revolution, as well as tih@rough devastation, suffering, and loss
incurred as a result of the Irag-lran war. Theaqmde of systems of organization and economy
have had severe consequences for a great mangrin The emergence of new ideologies
primarily based on specificities in interpretingigmus rules, rather than evolving secular and
civil laws, have profoundly disappointed and disethythe majority and isolated the
intellectuals. It is strongly believed by the mé#piof Iranians, and | include myself in this,
that the Islamic Revolution was meant to be anlledtial revolution inclusive of Islamic
thought, rather than a forceful theocracy excludhgintellectual and progressive energies in
the country. Whilst | still hope and believe thia¢ 1979 Revolution will serve the nation for
the better in the long run, | cannot help but ustderd, and sympathise profoundly with the
implications of Dr. Azjand’s statement.

As for Dr. Azjand’s lecture, it is evident that laart, both Eastern and Western have been
discussed in his previous lectures. Greek and Rom#uences are referenced in his
argument, and the students hint at their preferémcéhe pre-historic Bronze objects from
Iran. The consideration of the Parthian culturethe late antique period, exploring the
evolutionary journey in attitudes in depicting humd&orm and face, the vernacular
developments in architecture, and the history a$ioal instruments such as the “Arghanoon”
are of value in cultural studies across the natemesind the globe. The message here is to
educate, and further acquaint the student body wathhistorical-intercultural framework,
establishing the continuity and interconnectiondwkeen the pre-Christian, pre-Islamic
worlds, and noting the possible influences and arghs of ideas.

Ironically, however, whilst scholars sustain sudhcdssions of cultural complexity and
continuity in educational institutions, full publexpression of certain aspects of the nation’s
cultural identity is frowned upon by the hardlirections in the Islamic regime. Television
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broadcasts of contemporary celebrations relatethéopre-Islamic traditions such as the
rituals of jumping over fire in the very last dayswinter, the spring equinox celebrations of
‘Norooz’ the Iranian new year, and the full viewratisical instruments and orchestration, are
restricted by the government. This indicates alanh perceiving national sensibilities and

identity. Whilst such celebrations are practicdtyfinwardly and in the interiors of homes by

all Iranians, forms of national identity imbued lviteligiosity are promoted outwardly by the

state as the true identity of the nation. This gmefd concept of national identity by the

government is based on contemporary, partial, Jceadl power oriented interpretations of
Islam, and not the Islam understood by many Iranieto practise it privately as their

spiritual and philosophical direction. The cultuwé martyrdom, one of many disastrous

outcomes of the eight year war with Iraq is furtieed by the state to consolidate such
misperceptions and promote new identities conslit overwhelm.

The point here is that Iranians, whether in theleory class or out, wish to retain all aspects
of their cultural heritage or identity, includingeir religion. Forms of religiosity branded by
the hardliners in the Islamic regime can only bensas means for seeking power to dominate
the nation’s perspectives on cultural heritage. dda suggests that at least in art educational
contexts in a governmental institution, there ran®rum where continuity in such cultural
heritage is freely contemplated. This is furthenasd in the activities of Tehran Museum of
Contemporary Art in Text V. These indicate the iingd tensions within the regime, which
must exist in the governmental discourses andtitistnal practices, where opposing factions
struggle to gain or maintain ground, causing ceatr@ periphery positioning in interpreting
theology as law.

Cultural continuity in the post-Christian and post-Islamic civilizations

Such addressing of intercultural transitions aneéeti;mments in art and culture, as illustrated
by Dr. Azjand, was sustained as my observationgrpesed in Tehran, covering the post-
Christian and post-Islamic eras. This suggestsnaali and chronological design in the
curricula, since my observations indicate that amght discover the prequel/sequel to a
session at Tehran University in the lectures gigem\l-Zahra campus, or vice versa. The
session on the development of Byzantine art on dgMber 2002, given by Dr. Mazaheri to
2" year painting students at Al-Zahra campus woulckena good example of such
indications.

Dr. Mazaheri’s slide-aided extended talk coverefluegmces in art in early
Christianity, the fall of Rome, and the rise of thew capitals or centres in
Constantinople and Ravenna, establishing the Easanaartistic force. She
asserted that the proportional rhythms in form lassicism gave way to
ecclesiastical architecture characterised by secniar facades, niches, and

104



Chapter 4, Text 3

ornament with luminous gold, and elaborate colougkss mosaic encrusted
interiors. Dr. Mazaheri made substantial referetoéke tradition of illuminated
manuscripts, the idea of which had travelled dota tenturies through the
decorated texts from the Maani ‘book art’ tradisoinom pre-Islamic Persian
courts. She reminded us of the importance of thgpt&an idea of the
scriptorium. The latter, she explained, implicathd art of the ascetic celibate
nuns and monks who lived, worked, and prayed t@ydthearly monastic life,
before segregation was imposed. The Migration Beiio the %' and &
centuries, the Franks in Gaul, the Germanic peppled the Spanish before the
Arabs were related to the student body as critigcad crucial socio-political
events affecting the arts of Eastern and Westerofeu

Dr. Mazaheri discussed the need to understandugeal in art in order to form

a global understanding of cultures, and the intemegation of those cultures. Dr.
Mazaheri concluded with the court of Charlemagng,plassion for illuminated
texts, his chapel in Aachen, and the first exchangeambassadors, and art
objects, between his court and the Muslim worldaxn@aliph Harun al Rashid
(789-809). She finished with a few slides of theHrtradition for texts, perhaps
connected to the ‘migrant’ artists, and requeshed the students read set texts
for the future discussions relating the dark agée Crusades, and the
developments in Romanesque art.

The breadth of topics in these series of lecturkstier at Tehran or Al-Zahra Visual Arts
departments astounded me, especially when | relalthat the students have written
examinations at the end of every semester. Wheut tips concern to Dr. Mazaheri, she
agreed and said “My dear Mrs. Honarbin, we do mat them a chance to think, do we.”

This trend continued. At Tehran University and Davadi’'s lectures on the re-appearance of
imagery and design in the post-Islamic arts fromsiaa antiquity. Textiles specifically, and
the rediscovery of single colour glazed turquoites in 10" century in Iranian architecture in
Kerman, were amongst the numerous examples shéeduan. Dr. Javadi’'s lecture was
followed by a day at Iran Bastan, and Islamic Afisseums in Tehran. Subsequently, in my
observations at Al-Zahra campus, the achievemdmd¢hambra palace in Andalusia, and an
analysis of light, lucidity in form and ornamentpasg to the cosmos, and water as
architectural design referencing heaven on eartie wevered by Dr. Mazaheri in a brilliant
two part lecture with slides and video projectiofise idea of the Persian garden as a concept
was analysed in relation to Alhambra. And Findllyjll leave the reader with the thoughts in
a lecture | attended in the ‘Art and Muslim Civdiion’ series given by Dr. Mazaheri. This
was on the socio-cultural exchange and collabarditween the Safavid dynasty of thd' 16
to 18" centuries in Iran, the Gourkanian dynasty in Indiad the Ottoman Empire in Turkey.
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Dr. Mazaheri made an example of the architecturdayfMahal, its formal characteristics
executed in collaboration with Iran, the consideratand division of space and ornament,
giving details of chambers, gardens, and the doeal geometries in its designs and facade.
Interconnections were made between the love of gasiart, the whole of Taj Mahal as a
collection of ideas, an occasion for creating apoofunity for continuity and exchange of
materials and ideas amongst the region’s notabikaas, a project about the love of a prince
for his wife, and politics.

Whether and how the student body manage to finditie to produce their own artwork at
the end of such extended interdisciplinarity inotfe¢ical training in education, culture, and
socio-politics, is beyond my grasp.

Theory and practice in the studio

Observing art practices in the studio is highly pter. For this is an accumulative practice
depending on what has been experienced, learntexrdised previously, and whether and
how they might be re-applied at any one time. Thaseprocesses which cannot be readily
measured, and given. | have sat in numerous stsesions where students have been
drawing, painting, or working in 3D, but also ngiparently ‘doing anything’. Making a
mark, putting down a colour, considering form ims@, or applying a light touch onto the wet
clay which has only recently been just mud at @ bf a mountain, are all fragments in an
ongoing dialogue, and a measured one at that.iJ hidelt or sensed dialogue in a non-verbal
world of enquiry, perception, imagination, emotioetc. This intellectual engagement
encompasses both the external and internal wofltreedndividual, inclusive of a discussion
on theory. What is absorbed by the mind's eye, itiveer responses to it, and its re-
externalisation through the art object or reprem@n and performance, create the
dimensions of that dialogue. New visions of exgtideas are thus offered by the artist.
Based on this argument | call on the following alsagons to suggest that theory in relation
to studio practices is taught at the two campuses) though locating it proved hard.

17 January 2004, 8 Year painting crit, Mrs. Mohassess'’s class, Al-Zata University

The large studio is bustling with activity, evergohas brought their finished
canvases for the end of semester ‘crit’. A fewhs students, maybe a quarter,
have chosen topics depicting flowers, candles,jgtaphic elaborations, and
unexplored motifs from ancient art in collage fotm&uch forms in painting
might be described as illustrative, often availalidarge canvases in the bazar,
or shown on the national television as ‘scenerytwieen programmes. The
remaining three quarters of the students, howehare chosen to communicate
their perceptions, ideas, and issues of concerougffr self-portraiture. This
reflexivity is exciting; it at once acknowledge®thresence of ‘self’, and offers
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innovation in the tradition and heritage of figuvat art in Iran particularly
prominent in the courts of the Safavid and Qajatadyies from the 6to the
20" centuries. The self-portraitures in this crit heereare mostly fragmented
and partially clad, perhaps referencing the ideath® nude and what is
considered taboo in the current socio-politicaimelie in the country. The
fragmentation, relative bareness of the flesh,thadspaces for considering ‘self’
in these canvases suggest critical perspectivesy #we comments and
statements about the presence of that ‘self aislem Although none might be
considered as ground breaking works of art, theycaovey high degrees of
intellectual engagement, self-awareness, and selization. As an observer |
could not but admire the courage and levels of @onsness demonstrated
through theory and its practice. A large tripty¢tows the head and face of the
painter in mid-space in a lavatory. Whilst very glienin appearance, it is
immediately evident that such imagery implicate$ aoly qualities through
colour, form, and space, but also critical intemtibhe ambitions of this second
group of painters are not calligraphic or illustratscenery, but longing for
discovering and showing meaning through art. kvslent in the work of the
majority in this crit that the tutor has engaged #$itudents in art discourses and
criticism, art history, and theory.

| present photographic images of this crit in Chaix.

27 November 2002, painting/photography student vivat Tehran University

| attend a public viva for a B.A. in photography,the gallery in the Visual Arts
Department at Tehran University. There is a pahéVe tutors asking questions
on the art exhibited and the dissertation submitfBde only female tutor
present, has also been the ‘advising tutor’ tostiiéent in the last six months. |
am struck by the candidate’s absolute consideratiospace in showing the
work in identical square frames, hung with equalcapg in an unbroken line at
eye-level on three walls in the gallery. The caatbdspeaks at length about how
he has adopted Roland Barthes’ semiology in higggnaand his writing to
articulate his concerns in his art.

Photographs of this viva are presented in Chapker S

10 December 2002, painting student’s finals, Al-Zata University

A small painting is secured onto a slim tall easieé canvas is left partially
untreated and it is so fine in texture that you se@ the light through the weave.
This is a fragment of a bigger painting copied fraitnaditional Persian painting.
Small geometric motifs in bright yellow, orange aed sit on bright cool Giotto
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blues. Next there are three framed enlargementisecnalysis of the geometry
of the motifs. Next, the blue of the backgroundnierpreted in three framed
enlargement of cooler and warmer blues. Thesecimwied by a panel made of
three squared sections, each section is a paimatg up of very, very fine lines
covering the space in soft curved diagonals. Theucs are in bright red, bright
yellow, and bright blue. Over these are mountedgahd wood: a triangle, a
square, and a circle. The candidate tells me shaldeonstructed a geometric
motif from a Persian miniature, and that the fiimed are really her own sinews
as she felt them during painting. She says shavelting abroad to marry soon.

29 January 2004, In conversation with graduating adpture student, Mahmood, from

Tehran University

“The substructure of my work is nihilism. | orgaaiz a ‘performance’ on the
campus... Here, right here, in front of all of tHfénWe got ourselves kitted out
in black, highly tailored suits, black ties, theitekt of starched shirts you could
find, and dark glasses. Walking, and pausing farrtsintervals in clusters,
sometimes closing in, and sometimes on the vergdispiersing, we marched
through the campus, we stunned them all, they dd kmow what was
happening for a while. Who were these men in blswits! Eventually they
realised, or were told that we were sculpture sttgleonsidering versions of

ourselves in space and being.”

Mahmood also told me that he comes from Sabzeh-Whare the tradition of the ‘Ashoora
Procession$® are taken very seriously, performed through higbiganized and precise
marches representing each trade and professidreinity. One is bound to interconnect his
performance art on campus, his nihilist theoretétttude, and Ashoora traditions in Sabzeh-
Vaar. This is indeed the case with all shows omdéeptual’ art | have attended in Tehran,
they rise from personal experiences. Shiva SadegieZ in Text | has already demonstrated

this to us.

As a practicing artist | know that engagement litbories and ideas in art can sometimes be
borne out of a whisper, a passing reference byedstied art maker, an idea revealed through
a vertical line on a frieze, the depth of a hortabfine, a certain quality in light, fullness in
form, the speed of a curve, etc. In my view allisuihterlinked to a concept within a universe

24| would suggest that by ‘them’ he means governaleziements like the ‘heraasat’ Islamic ethical
guardians, the ‘jahad-e danesh gahi’ the univegsitycational jihad, and others.

% | shall explain more in Text IV.
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of theories, and therefore ‘conceptual’. The dagbow shall assist me in making my point
further.

Mrs. Minoo Assadi’s class, painting studio at Al-Z&ra University

“This morning we have been creating a ‘Fauve’ pdiéeusing on paint and
colour as concepts. As you can see our model hategaher face, reminiscent
of Henri Matisse’s “The Woman with the Hat". Thisivhelp us understand the
bizarreness of the Fauvist Epoch and palette adutset of modernism.”

Mrs. Mohassess’s class, painting studio at Tehranniversity

“I have been talking to my students about coloumnumies, we do this as they
develop their canvases. | think it is importanttttteey think about values in
colour even if they are working intuitively. Whenstarted working here, |
introduced the organization of the picture plainmy students, pointing out how
vital it is to ‘manage’ the canvas as a whole wondh objects in it. Mr.
Seyhoon was reluctant to accept this; you knowoofge that this really was his
department. The students in the life class weithitdk and consider the model,
under his supervision, and not the space and asbggound the model. But that
was over thirty years ago!.”

Mrs. Saaghar Pezeshkian’s tutorial with a paintingstudent, Al-Zahra University

“The figure and its study could lead you to abgiocm; you would be
investigating through the figure, the figure asoaaept. This is how abstraction
finds a substructure. There is no reason why yaulshnot experiment with
‘scale’ as you continue looking at the ‘figure’.”

Mr Motabar’s ‘Antique Class’, drawing from plastasts

“l can see that you are working with ‘light’. Firtleat is the idea! But you must
not give up your idea in the middle of your invgation, in the middle of your
sentence as it were. Continue this consideratidigbf, see how it develops....
Try not to lie, you do not need to lie to makeslhns, it is all an illusion. Just
record what you actually see...be brave.”

The full account of my observations at Mr Motabattawing sessions at Tehran University
and my visits to his atelier are presentedppendix Nine.

Conclusion
Within the context of Dr. Azjand's lecture on thgol have pointed out the shift in

perspectives in perceiving the concept of idenspecifically related to national identity.
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Whist the ancient cultural history of the counsyaddressed and discussed in the interiors of
the lecture halls, external and public demonstmatid the same ideas are subdued by the
government in the name of Islam and its local gom@mntal interpretations. As one taxi
driver pointed out to me, every single Islamic @iga for celebration is promoted by the
government through expensive and extensive sttiemhinations, but the celebration of
Norooz and other connected festivals such as thievéd of fire have until recently been
banned from public places. This has caused manjalta in urban life to doubt their Muslim
heritage and adopt a less interested view towaelstab world for having ‘invaded’ Iran.

I have further demonstrated how both campuses Weoretical studies as an intercultural
and fluid concept, one that engages with cultursiiones, sensibilities, and iconographies
from Persian antiquity, the Muslim heritage, theri€fan heritage, and from varied art
historical periods in the East as well as the WHstse theoretical studies, however, consume
one third of the art curriculum inclusive of Islantexts, Islamic ethics, and Islamic history.
In real terms, the study of Islamic theory matckies total tuition in drawing! This is a
concern for many participants, tutors and studemtsy believe that the allocated time for
studio practices is eaten up by a range of unnaetspics.

With regard to the relationships between theorystodio practices, the data suggests that the
interested student engages with what is given,lacates other sources to acquire relevant
theories to articulate her/his imagined world. Tiés certainly been the case with myself, as
an undergraduate | was taught very little in teohsolume, but what was given prompted
me to search for more. The data further suggesis thieories and ideas are owned and
implemented by the participants as they would beaby practitioner, regardless of their
origins, East or West. Art theory, in its entirety,considered by the participants as their
artistic heritage, and they claim it and put itnork.

My observations have further indicated that hig®f painting and sculpture from the mid-
19" century through to the contemporary period arghaspecifically in relation to studio
practices. This becomes evident in student preensa and conversations amongst the
participants in the studios when terms such as ‘Ewpressionists’, ‘Bauhaus’, or
‘Suprematism’, etc., are used. | would suggest, @, that specific attention is paid to
abstraction or Abstract Art because this is usefd any reference to the idea of the ‘nude’,
nudity and erotic art are thus subtly put asidee $tudy of the figure is viewed differently
however, and it often features in students’ work.

Several students have communicated to me thatewtyt, history, and studio practices could
be taught more “scientifically”. In relation to twy, | believe by “scientific” they might

mean systematic, possessing a clear and transpsiemture and direction. From the
examples they gave, Shiva Sadegh-Zadeh in Tetxappeared that the student body wish to
be given the history of painting and sculpture tigto the full analysis of any one period,
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similarly to the theory classes given by Dr. Azjaid. Mazaheri, and Dr. Javadi on world
civilizations and cultures. It seems that the téagtof specific art history since the 19
century is less fluent, indeed the students implgdequacies. The limitation in visual
resources intensifies this demand, and in certaige€ censorship causes gaps which
undermine the narratives in the development ofhtiséory and story of the plastic arts. In
relation to practice, | know that many studentd fieey benefit more from tutors such as Mr.
Motabar who teaches drawing very specifically, adiog to his preference, which is the
style of the academy and measured.

Further examples of crits and drawing studios aferred to in my notes on Mrs. Paryush
GangiAppendix Ten,and Mr. ZarghamAppendix Eleven
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Al-Zahra University self portraits

“From geometry to Rothko”
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Chapter 4, Text IV: A Space for Gendered Identities

This text deconstructs the emerging gendered spac&ghran. It provides an opportune
moment to further relate such emergent genderecespa the concept of identity, which |
have discussed in Text Il in relation to natiomd@ntity. Whilst engaging with the current
literature on the meanings of ‘identity’, ‘feminisnand ‘gender’, including the literature
from Iran, is inevitable, it is my observation tliaé perspectives projected in such literature
fail to grasp the specificities and dynamics ralat® Tehran succinctly. The projections of
forms of national identity devoid of the voice difet individual (Ahmadi 2004, Elahi-
Ghomshei 2004, Ashraf 1373 Aﬁ) and the evaluative cultural theories on forms of
identities interrelated to sexualities, new etlr@si and the emergent Asian, black, Afro-
Caribbean, and West-Indian diasporas in the Weastl (D03a, Hall 2003b, Hall 2003c,
Brunsdon 2003, Rogoff 2000, Derrida 1998, Hall )99&main unrelated to my purposes in
this space. My intentions in this text are to pcojéne voices of the female participants and
stress on their reflexivity, multiple perspectiv@s individuals and collectively, and more
importantly as they perceive themselves. It islfiat we recognize these voices articulating
and structuring lives, and constructing identitr@gher than evaluating them in relation to the
discourses in the West. As the experiences reliatetis text manifest, these participants
routinely, and in my view competently, examine, lgp@, and critique the socio-political
contexts they live in. Indeed, they overcome sofngsdimitations through art educational
processes.

These voices register the desire and aspirationsditf-expression, self-realization, and a
demand for a more collaboratively structured squbtical partnerships. Whilst these

‘articulations’ as a product of identification dpeleer complexities in identities through

similarities, polarities, and difference (Hall 198@hey echo the ambitions of educated,
thinking, or active individuals from any race oramy contemporary society regardless of
boundaries set by the discourses in cultural ssudidneir particular significance in Iran,

however, is interrelated to the 1979 Islamic Retroly when a systematic ‘cleansing’ of the
high status professional positions held by womeoktplace. Whether in politics, the

judiciary, cultural and intellectual spheres, wonwere excluded from high level decision
making, and the processes of running the countmly @hose who identified with the

religiosity of the new regime would have a posgipilor contribution; even those would not

be at decision making levels.

% | have benefited profoundly from the papers giaefSOAS by the first two, and the article written
by the last; | had nevertheless hoped for an itidiceof the location of the individual within their

discourses.
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Neither condemnation, nor praise for the much imedosituation since the 1997 elections
and Mr. Khatami’s office as president would be appiate here. | have considered it my task
to be willing and vigilant in my response to thecas of women in Iran, and to collaborate in
projecting those voices. Widely held misperceptiand misinformation, in the media and in
the minds of many in the West, often steer awamnftioe breadth of activism and expression
in the lives of these women, who are also Muslims.

Significantly, it is here in these deconstructivegesses that | have observed what is referred
to as ‘identity’ is ultimately a tacit concept, amdfluid construction of ideas related to
ongoing spatio-temporal contexts. The complexitythi$ tacit concept, as is evident in the
range of the experiences offered, is interconnetddtie individual’'s vision of self (Assoun
2000). As we shall see none of the participanthigitext mention ‘identity’, but all appear to
intentionally and with a sense of agency, searchsfidutions against degrees of isolation,
separation, collision of ideologies, and alienatibhey are engaged in a dialogue negotiating
cycles of change and continuity, degrees of moterand innovation in tradition, in order to
determine who they wish to be. These constructsnaliee with the paths they have chosen
to pursue according to their circumstances, andinvitheir spatio-temporal realities. As an
observer, and as a participant artist in this studcognize and share this search. | visualize
it as a wriggle for life, movement in space, antban of transcendence; the qualities of
which | have manifested in my sculptures in ‘Thekaeology of Self'. | am not separate
from this cluster of participants, and would suggist together we make a paradigm of
similarities, difference, and temporal unity, rathlean absolute and static unity. Our visions
of ourselves are fluid with varied perspectives.

This text is presented in two parts. In Part Osbdll create a space for the voices of seven
participants who provide a range of ideas and spailitical backgrounds demonstrating the
points | have made above. In Part Two | shall frrttonsolidate those points based on the
data collected in collaborative and social spaard, where women specifically express their
desire to work in partnership with men creatingowation in traditions. The response from
the female participants in Tehran, both voluntawiffered in collaborative seminars, or
sought by myself in relation to the research qoaesti has been varied as it has been
generous. Because of the word limit in this thasisyever, | shall present only fragments of
selected data to make my points.

Part One: Women'’s Voices

Presented below are ‘voices’ of seven women engaged education, who are selected as
interviewees because they present a range ofdstitand perspectives. What | have projected
in this text are shortened summaries from recordéerviews, conversations, and notes,
which are either transcribed exactly as given,ooocasion paraphrased in the processes of
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re-editing, specifically for Text IV. It must be teol that several women are economic
partners in their households. The significancehef issues they analyze is twofold; whilst
they are highly individualistic in the range of uss they raise, they unravel one by one,
gendered issues of concern in Iranian societyrgéla

Maryam is 30, a painting student at Tehran University, slears what is considered to be
the “full Islamic’ cover or ‘chador’, which she wies as linked to her political identity as well
as familial tradition. This is the dress code pmefe by the Islamic Government.

“I am from a political-religious family, and | am supporter of the Iranian
government and its stance on theologies. Thisftier all the revolution of the
minorities. My family did not think studying art wauitable for me because one
or two cousins, sadly, lost all sense of their saghen they went to university to
study art. | married at 15 and now have a 12 y&hson. | have however, taken
advantage of adult education courses and the Bdnaatiahat to make up for
the lost years to pursue my interests in art. legtigated a number of
universities including Al-Zahra which | found unaating due to the student
body being all female. It became clear that | wdnte study at Tehran
University. | was assisted in all these by the ddde danesh-gahi’. | did a
foundation course there and was taught art higioryelp me prepare for the
university entrance examination. | also attended Mirkhas’ classe€8 for
drawing, but | was put off by everyone becomingttéellike him. He seemed
very single minded. | could not have achieved lai without my husband’s
support and constant encouragement. | get home whget home in the
evenings, sometimes at 9 o’clock. Whoever getsetfiest, cooks. Raising our

%7 Jihad is an Arabic word which simply means strviar betterment. Jahad is the Farsi pronunciation
of the same word. The ‘educational jahad’ or ‘jaleadlanesh-gahi’ is a governmental organization that
provides opportunities, and some financial asst&td0o if necessary, to vetted applicants. It ezan
advisory/consultancy/tutorial space in almost arsgigline. It has been particularly beneficial & r
habilitate many soldiers from the Iran-lraq warctime into terms with their traumas and disabilities
through education. This facility is also highly apgiated by many who have faced hardships through
lack of opportunities; it has been part of the ragesof the Revolution to create such opportunfoes
the ‘disadvantaged’. It is, however, generally ustlod that Jahad beneficiaries, at least outwardly
and visibly, demonstrate their support for the gowgent and its policies or stance on interpreting
moral/ethical codes of behaviour. Participatingpiro-government demonstrations, attending mass
prayers and adhering to dress codes for womerariicplar, are also implied.

2 Mr. Alkhas is a well-known painter who has a téaghatelier. He taught at Tehran University before

and at the outset of the Islamic Revolution.
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son is taken seriously by both my husband and mys&l my work is suffering
at the moment, it is naive of women to want itastl have it all. Terms such as
‘liberated’ and ‘free’ are difficult statements,am trying to reach my goal. |
have a set of aims. | hope to go abroad, Germargrevh have relatives, to
familiarise myself with other ways of looking att.ar believe they are much
more ‘scientific’ in their approach. As the Proplinats said learning is a duty
even if it is to be sought in far away China. Inthit would feed into my own
work, and perhaps, | might be able to teach it.”

To create a space to be autonomous and the agemed life, to structure and restructure
that life, and to bring about change in familidgitatles, and to collaborate with one’s husband
or partner in order to expand one’s horizons, aperations of most intelligent human beings
anywhere. Maryam has imagined and located a spérsional goals, and shapes her life in
order to achieve them. Further, Maryam critiquéisuales in art, such as sameness in drawing
styles, and surprises me in her choice of uniwerdihe latter is particularly interesting
because | assumed, wrongly, that because of hersaven dress codes and piety she might
have preferred an all women student body. Not seeker, as she is far more interested in
the inclusiveness of Tehran University than thdwesteeness of Al-Zahra.

Paryushis 50 and teaches textile design at Al-Zahra Usitgras well as Honar University
and The National Heritage Foundation. She wearschezfully chosen headscarf, both in
terms of design and colour, reluctantly. | encldseaccount of Paryush’s interview in full in
Appendix Ten.

“I have been teaching art for the last 18 yearswvat universities, whilst also
practicing and regularly exhibiting painting, | a®rploring ideas of scale and
geometry at present. The famous saying from Madifeteleh o not enter if
you do not grasp geometfy has a symbolic meaning for me and is never far
from my mind.... | design the courses | teach acemydd my education, my
understanding of art, and my expertise, | insisbbemg autonomous in what |
teach. | love being around my students, they giweanergy, | get up in the
morning and put my lipstick on and wear my headsaad go to work, | need
the income. | have supported my family financiallymy married life and | am
proud to have helped my students to go to Japdo tdA degrees, two of them
have got scholarships to do PhDs there. Sadly,hn West, there is no

% This is a reference to the holy shrine/mosque idideh in Saudi Arabia, the place where the
Prophet Mohammad was buried. It is a highly regdineknerated venue for those who attend the Hajj

ceremonies in Mecca in Saudi Arabia.
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consciousness of Iranian women like me, and ouuil There are considerable
numbers of us contributing and defying restricti@assmuch as we can.... | for
one refuse to apply self-censorship and insisharking freely, despite the head
scarf. You cannot touch my mind.”

To make an example of the divinity of the concepigeometry from the holy shrine in
Madineh is indeed to interpret Islamic principlgsnbolically and intellectually beyond the
mundane local and somewhat isolated interpretattbrs®me clergy in Iran. Whilst Paryush
deplores self-censorship, she brings to our atienthe misinformed and exoticizing
imagination of most Western media towards Muslimmea as if intellectual life must
necessarily be governed by either the absencédigibreor by undermined perceptions of it.

Anahita is 21 and is a"8year student in painting at Al-Zahra Universitertparents live in
the south and she lives in college dormitories. Bhars her headscarf simply, and there is
something about her intelligence and autonomousesaf herself that cannot be easily
described.

“Yes | like to paint images of my own body, sometsmwithout clothes. Well it
is only a body and we all have it, don't we? My pogour body, it is a common
language that’'s all. 1 don't know what it meansp@int ‘beautiful’ things, is

something beautiful when you can’t take your eyé#t® | paint the bathroom, |

have just painted my head in the middle of the spacthe bathroom. At the
moment | stack my paintings under my bed. A friemdl | are looking for a
space, a studio, somewhere near college so we eke tmnig canvases. It is
difficult though, most houses want to let roomditty people and we want to
spill paint everywhere.”

The personal, particular, and universal languagarbfor Anahita seems to be the language
of the body, she recognizes this as an ‘apriogyhcept intuitively available to her. She

explores this in her paintings, analytically andading to her experiences. She articulates
her unspeakable thoughts regarding the physicakarational presence of her partially nude
body through art. Art education facilitates thisvpte audience with herself, no matter how
unacceptable the idea of the nude in her art clasgges of Anahita’s work are presented in
Chapter Six.

Saarais 22 and an abstract painter soon to graduate AkbZahra University. She wears the
most fashionable scarves available, carefully cimgosolours that suit and enhance her
complexion. She speaks English and Italian.

“Yes my university education has been interestini) wome good tutors, and
some not so good. | have met many girls | wouldenehave met otherwise,
from villages. That has been great. | have doneesmsearch in Reza Abbassi
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Museum towards my finals. But my problem with liamothing to do with my
art education or the headscarf, rather the douhledards for women and men.
Because | am female, there are far more restrigtimm my behaviour. My
boyfriend and | have to consider ‘good behaviodl’'the time. We can be
together, and not together at the same time. Myhbrphowever can get away
with anything under the sun! He and his girlfriesydave a licence to do as they
wish. Even my own generation, my own friends findys of dissolving or
diluting our sense of liberation and independenbemit comes to dealing with
men. It is not to do with religion, none of my s practice religion, but we
collectively give into men. | cannot stand it.”

Saara expands her observations and discussiogltial critical discourse about equality, or

rather the lack of it between the sexes. She fimelscircumstances acutely unacceptable,
demanding change now and quickly, effective to becumstances. But what is also

interesting, is the fact that she recognizes hdw diebate is interconnected with collective
behaviours beyond the boundaries of religion. Steepts that she and her friends are
contributors to the dilemma.

Toktam is 21, a painting student from Al-Zahra Universdapd is interested in figure
painting. She wears colourful and minimal headssralmost always falling off her head.
She has exhibited her drawings depicting young lesup ‘coffee shops’.

“I love painting the nude and | have compiled th&tdry of figure painting in
100 images since the Renaissance. When we stutkeRdnaissance, our tutor
covered almost every single painter and every sitgushstroke placed on a
church wall in Italy during the period... | love dnistory, and it is ridiculous to
say West and East too much. | am a citizen of tblkeeg a member of the global
village. If | am to be an artist, all of art hisfois my heritage. | write all my
boyfriend’s essays; can you imagine | studied th®les history of divinity in
Indian culture, they have so many gods and goddedsalso studied the
Mahabharata, hundreds of pages of it, to help hith Wis ideas. Can you
imagine, | nearly died. He is doing art at Azad \énsity. My own work is
about women being sacred! | like to paint prostgutwomen working hard in
boring offices behind desks and young couples ffeeshops, as saints.... Well
| give them these bright colourful halos.”

This extract reveals the dimensions of the artohis$ this young woman has encountered,
whether through the teaching she has been offeredyutonomously sought for private
reasons. She offers us a glimpse into her world, ians a big world. Confidently, she
considers herself a citizen of the world beyonddwen geographical and cultural boundaries.
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Parisais 19 and is a®lyear sculpture student at Tehran University. Sheery careful that
her scarf is not pushed back too far, she seemssjoect the regulations and perhaps is
religious herself. | observed that she listenednaittely to what was said, and always had
several points to make in response. She is not ff@mran and lives in the university
dormitories.

“I am interested in issues of women profoundly,ehese | really do not want to
end up like my mother. She is a nurse, and in tidiek but she is tired all the
time, her health has suffered because she hasohadrk constantly to support
us financially; it is too much | think. | think lsashould change and women who
work so hard should be able to retire earlier,amnathing. | want to enjoy my
life more than my mother. | am a 1st year sculpsitglent, but | don’'t know
what I'll be yet.”

Asking for serious reviews of the civil and seculawvs of the country to protect working
women, and suggesting that allowances should bee rfadworking women’s consuming
responsibilities, are more the job of a young lawngtewvork than a first year sculpture student.
The data demonstrates the depth of this young wanthoughts; and how they rise from her
personal experiences. She can’t be alone in ttisl hould help her in her perceptions in her
art.

Soodabehis 51 and works as a freelance from home, shesesesimply without any
jewellery or make up and often shares items ohabgt with her husband and father.

I have asked Soodabeh for an interview becauseugtht it important to reference and
represent those women who have lost their jobscamsequence of the change in the regime.
Restrictions imposed on women and institutionshat advent of the Islamic Revolution
ousted numerous minds. As a painter and a gallnen Soodabeh had offered a space to
many young artists to show their work.

| have put Soodabeh and Maryam as the last anfirthef the seven voices in this text to
demonstrate the existing polarities in views, iptetations and perceptions of Islamic
Government, whilst also highlighting the extent amhensions of art education in society.
The presence of the two women, and indeed all #it@ id this text, suggest that Islam is and
can be a fluid concept open to diverse interpmtati The irony is the Government’s
interpretation of Islam has assisted Maryam to jii@ mainstream, and Soodabeh to be
driven out; both are Iranians, and practicing Musli Soodabeh says:

“I had a gallery and a bookshop, | had to giveboth as a consequence of the
change of regime in Iran in 1979; | published Shakh Parsipur's novel ‘The
Women without Men’. It was exciting and rewardimmgwork with writers and
painters, but | have had to re-established mykélhyve taken my tools, pen and
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paper, to the interiors of my study at home. | waska translator and editor of
art and academic books now. | am also working withroup of international
Muslim scholars based in Tehran to translate thea@Quyou know, my skin is
tough, it has to be, | am a woman! | have beenntaen bread winner in my
family, and | manage the household. My husbancegrning to do well in his
documentaries, they are being shown on televisimsd days. | have also
educated two of my children at home, they haveedrout to be reasonable
human beings. One is a painter and the other nfdkesand takes photographs.
They cannot get on with their peers, however, beeaiey did not attend
school, they just took the exams... Isn't life irghigly religious beliefs, looking
at religion as a philosophy in a metaphysical sehage helped me survive. |
look to the future, to the possibilities of scieraethe end of ﬁcentury,
beyond geographical borders. Nations and nationhmmbme meaningless in
that metaphysical space. Humanity will have to ddrass and re-consider its
thinking.... This revolution has been like a costlaws in the streets, it is
intellectually remote, it has not touched the imtex; our hearts, we don't
understand what they say. | don’t believe the oéite world has any idea about
secular and intellectual life in this country, &thiey have forgotten this ancient
civilization, this culture. The heritage of pairgirpoetry, music, and architecture
in this land have survived for hundreds of yeargl khave no doubt they will
continue to do so.”

| pause here in silence.
Part Two, Spaces of Innovation

Searching for collaborative spaces, a seminar at Tiean University

My observations of the gendered spaces in Iran fuetieer enriched on numerous occasions.
I found the female student body at Tehran Univerparticularly critical about gendered
issues and their male peers’ behaviours on canhighly conscious of the implications of
their actions, the possibility of being singled @st trouble makers, they approached me to
give a seminar in the gallery space in the Visu#t Separtment. Once | agreed to contribute
to a discussion rather than giving a paper, MohsaMazanin, Golnessa, and Parisa, girls
from the Visual Arts Department, booked the gallgpgace, printed invitations/flyers on strips
of paper, distributed them in the Faculty and dbtusad a group of 30 students gather
together during an extended lunch hour. Dr. Kafsicirhe Head of Visual Arts, had given
his consent for this gathering and he peered tlirahg door for a moment during the

discussions.
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Having just attended the gender and ‘femininitgesninars at BERA 2002 in Exeter (British
Education Research Association, September 20@#2pduced a list of interconnected topics
regarding the current gendered issues in Britafielt such a list might be of some use should
these seminars continue. This was translated astdbdited by one sculpture student who
studied English as an additional subject, who wdstee help and participate but could not
attend the meetings because of her children demgraty extra time she had. In the time
allocated to me, | made a case for the gender eabdritain being an ongoing and complex
one. | touched on issues regarding the compleXitsaditional marriages in the British Asian
communities; the plight of exceptionally young umrexd teenage mothers who did not know
who the fathers of their children were; the new amit’ forms of prostitution amongst very
young women, the plight of young educated and kigble women who have to ‘succeed’ on
every front in social life whilst also working inighly competitive circumstances with
demanding hours, in order to appear modern; anchitje ranking female professionals,
eminent professors in education specifically, whe r@-examining their own developments
from being underprivileged female members of the illscome socialist classes of the 1960s
and 70s, being transformed into the position of di@dclass, designer dressed, widely
travelled academics, and members of the ‘tannediewsonnoisseur classes of the new
century®, and still not taken seriously by some of theitev@lleagues. | felt that the breadth
of such discussions in Britain and relating theiteat would be of interest to our lunch-hour
seminaries:!

Many who attended the seminar kept quiet, a femfboth sexes actually declared that they
were there to listen only. As the seminar progmdseealized that two or three female
students delivered most of the statements, althtlughwould be occasionally reminded by a
single voice that they had forgotten to make on#hefpoints the group had agreed on. This
was obviously a planned group effort with spokesenrteading the discussion. It became
evident that many female students would like to kvolosely with their male peers on

30| have been privileged to attend Bera 2002 and320bere | gave a paper on Voices of Iranian
Women in a Symposium. In both these years | aigndeminars and papers by Professor Valerie
Hay, Professor Dian Ray, Dr. Christine Skelton, Becky Francis and Dr. Vicky Gunn amongst
others who provided me with an almost instant aaltieducation, and the breadth of research in
‘feminine’ gender studies in British Higher Educati The issues touched on above are some of the
topics critically addressed in papers given by ¢heminent academics at these two international
conferences.

3 Several of these students attended the showitithef Archaeology of Self’. At the show, Golnessa
told me that she will never forget our seminar,lsthilorsaleh looked at the sculptures and aftétla |

while wrote in my book “These are about us, | saa these are us”.
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projects in order to exchange ideas and learn aogg. This, | felt, a passionate plea to be
included intellectually. | identified with this pi@undly in relation to my life in Canterbury. It
also became evident that the girls believed thes lmpgferred to keep themselves in separate
male groups, and viewed the girls as ‘girl friendtemial’ only, whereas the girls had come to
university to meet new people and develop theiasd@ he girls further asserted that they
wished their male peers to work in consultationhwithem on issues arising, rather than
arranging events with the tutors without consultthgm. | had noted that in my various
encounters with groups of students, on two occasspecifically, the ‘boys’ would either not
say much, looking tired or not involved, or they uMb give guidance as if they were
experienced sages. They would say things like “wyioat should do is this...”. | noticed on
several occasions that this irritated the girls velkohanged glances with me indicating their
irritation.

Poignantly however, a few young male voices in gesinar mentioned that many male
students have one or two part-time jobs to supfoetmselves, and sometimes others,
financially. Some anxiety and resentment was ingplie these statements and there was a
suggestion that girls had it easy, and that theyayd wished to discuss ‘issues’ without
understanding what it was really like to have jabswell as being students. | was personally
told by a number of students during my observatiortie sculpture studio that the minimum
weekly attendance requirement by Tehran Universéyng 16 hours made it possible for
many male students to have jobs. Unfortunately,ndl ather women in the seminar
completely overlooked this issue, or perhaps Inditiconsider it my place to intervene.

It is generally believed that very few female stideseek jobs to support themselves because
it is not a fully accepted practice amongst mostilias>* Many do of course look forward to
work once graduated, as do many who wish to becniss, follow their ambitions there,
and/or marry. It is highly likely that many maleidents find the prospects of military service,
the expectations of financing a family once thegdgiate, as well as having to work part-time

32| know that my cousin who is a 2nd year Universitydent studying English works at home and has
two private students per week, so one cannot ogremglize. | myself worked for two years after
graduating from high school at 17, to finance nify &ind the initial year in my studies in Britaintime
1970s. Further, my aunt Aki, now 75, was a professi all her married life and her retirement besefi
supplement her income now. She collaborated witlemment medical professor to found the first
comprehensive medical library on the site of Alaospital, a busy teaching hospital in Tehran. This
made it possible for the student nurses and dottorensult medical books in their spare time &y th
worked and trained. My grandmother too was a warkilmman, one of seven daughters she became a
Qoranic scholar out of both necessity and intereupport herself financially. This is particuiarl

interesting because she was born in the lattesyaahe 19 century in Tehran.
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during the period of study, overwhelming. Some rhigterpret such prospects as unwanted,
and infringements on their liberties. It is alsmlmble that many male students perceive
themselves as the future mainstay and start agyigirding their female peers rather early.
Traditional values at home and specifically in public arena, and the governmental stance
in promoting the role of women primarily as the tauer of the family could be other
contributing factors towards such perceptionsekmnss to me that such issues, to lesser or
greater degrees, are part of the architectureradgya@ssues anywhere in the world. This inter-
relationship between the young female student lzotlypaid work on the one hand, and the
expectations of change towards fuller collaborationsocietal partnerships and decision
making with their male peers on the other, wouldkena worthwhile research project in the
future in Iran.

It must be acknowledged that there is absolutelgpmosition to collaborative work between
students by the department, indeed as we haveisebext | a group of male and female
students shared a project for the Tehran Munidipali

I make a space here to include Behnaam, and refledtis critical voice and experiences.
This is an extract from an extended interview witim, the only male student who actually
turned up for his interview, and almost on timehyedtl without his work or images of his
paintings and sculptures. Behnaam was articuladehaghly organized in raising his points,
often reciting poetry, short verses by contempoearg ancient Iranian poets, to support his
multi-perspective argument. He spoke at great feagbut the unfair system in selecting the
governing body at Tehran University, objectinghe tole of religion in such processes, and
the limited time allocated to ‘drawing’ as a diduip.

9 November 2002, Tehran University, recorded inteew with Behnaam

“I know that you were expecting a discussion aboytwork as a graduating
painter/sculptor, and the metaphysical thought @amiHMatisse’s work, which |
am discussing in my dissertation. But | have detitemake a statement about
the state of the world. | want to tell you thathe air | breathe, the milk | drink,
this university, our government, and many goverrisiéike it around the globe
are enslaved by the power systems in the WestAhterican greed, its Zionist
chain of control and capitalism, have crippled Tisis is what we talk about at
home in the evenings when there is nothing on istavto watch, when we are
tired of our books, when we see images of war antelevisions, all kinds or
war, and when there cannot be any trust in anydme lvas anything to do with
power. Tell me, don’t they look around themsehasg] think in the West? Did
you know that Clinton has already been to countnegh of the Caspian Sea
and secured all rights for the future pipelines trelgas in the region? The gas
which is still deep underground and not yet beeniddel for, or its extent fully
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clarified by the indigenous people in that regi@@?we think what is the use of
this industry?”

“You mentioned ‘autonomy and art’. Let me tell yaloout your celebrity ridden
autonomous art, your worship of anything that issatr by money. When
Christo wraps mountains in cloth, like a recordtinsleeve, when he covers a
skyscraper in Berlin and stands on top of it towmeshiped asthe objectin
space, he is ruled by capitalism, and the monegpends on. Just think about
the sponsors... Money, our money, the oil money,nlo@ey we cannot have.
The money we need to spend on a thousand and owgs tto improve lives
here, and to secure futures here. So, of whatfeignce would my few canvases
and sculptures be in the dirty scale of thingsydfi want to interview me,
consider these issues, what other chance do | tagpeak to that world of

yours?”

When the essence of Behnaam’s message is supgrigidnt intellectuals such as Edward
Said (2004a, 2004b), Arundhati Roy (2002), HowairthZ2002), Noam Chomsky (2062)
and many others, there is little this researcharadd in confirmation. As ever, a string of
guestions occur mindful of the so called new waorlder, the cycle and forms of Imperialism,
continued ideological colonization, and capitaliatrthe cost of the Other (Derrida 1996). Is
it not true that globalization and global economg meaningless concepts for the majority of
world nations who are neither participants noketaolders in its discourses, and its possible
rewards? Is it not true that the dominant politaiacourses of the West are, as ever before,
profoundly interlinked with power and money in timvolvement of the conglomerates in
global politics, global economy and poverty, andaasatter of course in the presidential
elections in the so believed democratic and freddyae. the United States of America. Is
not the concept of democracy severely damaged addrmined by the combined dominant
discourses of monetary control, religious ideolcggyd morality dressed as ‘free world
ideology and value system’ from the U.S., subtlytqeered by Britain? Is not the absence of
transparency in both governments, especially iremedistories and the aftermath of the
invasion of Irag, deeply damaging to the democratocesses worldwide? Can Behnaam, our
young student from Tehran, and millions like hiroward the globe, be expected to sit back
and not critically analyse, or be concerned abbesé issues related to their futures? I, like

% The range of the critical analysis these intellatst have put forth goes beyond the bombing of the
World Trade Centre in New York on September 11 20@homsky and Roy give historical
perspectives of Imperialist acts by the United &tain post World War Il involving numerous
countries in Central and South America as welhasRalestinian question. They build a picture that

savage as it is calculated.

124



Chapter 4, Text 4

millions in the West, and East, find it impossiltte overlook and tolerate the moral high

ground, religiously-based ideologies, and the latkransparency branded as democracy,
regardless of geographical locations and form&lgion or worship. The participants in this

text illuminate both Eastern and Western civiliaai’ discourses of deceit and corruption.
These severely undermine the efforts exerted binarg people and the intellectuals from

both communities to overcome the ever increasirgj-lAgest, and North-South divides.

Creating a private site for learning, the life clas

At Al-Zahra University, | did not personally witresiny explicit gendered debates, perhaps
because of the absence of male students and lackmopetition between the sexes. The
debates | did withess were mostly in small grouglsl In the courtyard near the canteen by
those students who appeared to campaign in supptreé governmental policies reflected in
the pro-regime media, on moral/political issuestla# day. | present below, however, the
account of an art gathering initiated by Al-Zahtadents at home. This shift in the location
for art processes creates contrasts between wayairgg in the public and the private spaces,
where the mostly austere and uniform public dreskes give way to individualistic forms of
dress and expression. Whilst these differences/andtions make for ethnographic details of
interest, they also demonstrate that women do radk around indoors in their coats and
headscarves as is depicted on all Iranian medé&vjseon programmes, and films.

My main aims in this section, however, are to ferthrelate the sense of agency the
participants demonstrate, and how they autonomaetlput to invent, create, or construct a
world for themselves through art. This is a riclhgllal world that reaches for new openings
and possibilities such as varied forms of musienfr@ number of cultures, or examining the
possibility of different ways of arriving at formatlationships and the concepts of light and
texture. My aim here is not to critique the aptnefsthe participants’ skills, or the soundness
of their practices and abilities as artists, oeied the relevance of their practices to the Canon
of excellence, or High Art. Rather, their wish temibnstrate to themselves how they can
create worlds where they might participate in tlayswthey choose.

Research Diary, Oct. 1%, 2002, West Tehran

Saara and | set off at 4.30 pm to Toktam’ housesreviT oktam has initiated a
life class. This is an experiment and will run éofew weeks to develop formal
and spatial skills, a painter acquaintance of tbein age is to ‘sit’ for them.

The apartment is located on th8 foor in a 4 storey building with large iron
gates with a courtyard that can accommodate a nuwofbears. We take our
shoes off on the landing in front of the entranoerdand go in. We step down
inside and take off our head scarves and ‘roopooshts. On one side of the
grey marble floors there is a large salon and dimobom, The large armchairs
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have light coloured brocaded covers, and the dimingirs, in contrast have
calico covers to the floor. There are silk flowardarge china pots, and a few
black African souvenir type sculptures here andeh&he other side of the
corridor another sitting room is visible. | imagitieere must be a kitchen and
similar facilities next to it, beyond my view. Takh speaks in a hushed voice
and this indicates that there are members of th@lyfaabout, who must not be
disturbed, due to siesta time. We are guided upsteds where there is another
corridor with many doors. | imagine this is whehmne bedrooms are. One of these
rooms is Toktam’s bedroom and we enter.

By 5.15 pm three other young women arrive and lsemselves up. One is
Katty, she is the model. She takes her blue slessdlshirt and brown cotton
trousers off and folds them neatly and places tbenthe corner of the bed. |
notice how Katty holds her shoulders almost ughtotbp of her ears when she
arrives and before taking her t-shirt off.

Toktam is scurrying around arranging things. She ga her hair up in a large
bright double sided hairclip the colour of cruslsédwberries. She wears a large
blue short sleeved shirt and light grey three-quralgngth trousers with wide
fold-ups. She looks at me writing my notes and ghgs$ | should mention the
fact that she has done a major tidy up and pushething either to the walls
or under her bed to create space. She adds ‘Olejlefem that the curtains are

well drawn!”.

The model stands against the built-in wardrobe ptlass handle and key hole of
which are almost parallel with her right breasteféhis slight difference in
colour and a faint bikini line around her breabtsr tanned skin resembles milk-
chocolate. Her briefs are slightly folded over am shows a beautiful sharp
curve from her waist to the top of her hips. She &&ery lean yet soft body, not
a muscle in sight. She says that this first pos&0sminutes and the only
standing one she is planning to do. This is alriksta gentle warning, she is in
charge. She has put her watch (somebody’s watadppped up on the floor in
front of her. She is skilled and confident, | netiwer shoulders have relaxed and
are at ease.

Toktam has been searching for a particular CD, ghgs track 5 of Bach’'s
Messiah-moll Sanctus. | am observing from the ehdhe room sitting on a
stool against a small desk. On my right, Saara $aioh (sitting cross-legged)
have set themselves up on the bed. At the bottotheobed against the wall
there is a stereo set and then the door. Oppositdha other end of the room,
the model is cheerful but relaxed trying a cougl@ases. In front of me on the
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floor Toktam is wriggling to find a comfortable asdttled place. Bita is sitting
leaning against the wall on the left. The girlstba floor have held one knee up
and one leg stretched and are resting their cliglsoagainst their knees.
Everyone has A3 paper, clipboards and pencils. Ngpbspeaks. Nobody
measures. Everyone works with fast but gentle sso0R0 minutes have passed.
Toktam has located the model’s head and drawsca hal

The model stops. Toktam has a nearly full imagedays that if she does not
fetch the tea from downstairs it will get uselesd kse its scent, and leaves the
room. On her way out she looks a Saara’s drawidgsags “What’s this rubbish
and laughs” as she pushes her feet into her strslgggers. | expect someone
has been instructed to brew the tea. The modelgutser t-shirt. Bita looks at
Saara’s drawing and Saara says that she is lodrrgpme new relationships in
her drawings. Saba is still drawing, she shades frmm memory now.

Tea arrives on a tray with some chocolate, a laagethat has been sliced. It is
delicious. | ask the model if she draws and paite says she does, and adds
that although this is work, she actually enjoysbécause it is a kind of
interaction and communication, ‘together’ work. Sags she sometimes makes
friends with people through her modelling. It be@snclear that she does this
often.

| ask the group if men have models. Yes, is thegdnmesponse, there are some
girls who model for men. But “we feel more comftuiato have exclusively
female groups” they say. There is a club where medel for a mixed group,
you have to be an art student in order to becomeraber and participate. It is
all privately done they say.

| ask the group why it is that they choose to difagvfigure. Their aims vary:

Toktam: “I am studying the ‘sacred’, by which | methe idea of the sacred. |
want to show this with the female figure...sometinaswork, or holding a
child, a prostitute perhaps, women at work behirgdksk in a boring office. |
need to feel the anatomy with my hands and my rmaimchy paper”.

Bita: “I am interested in the dark/shade of thenskhe light falling. | want to
understand the variety of textures in the skin.dom’t go to any art school but |
paint a lot”. Bita is in blue jeans and white anldes pop-socks. Her strappy top
shows her underwear, they are all the colour ofoler skin. She has a ponytail
and is in her early twenties.

Saba has just graduated with top marks from Al-Zahnd has a place to do an
MA at Honar University (highly reputed Art Schoo§he says: “I just love the
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figure, female figure, it is beautiful. | love tdserve it. | know it will feed my
work, but | actually enjoy drawing it for itself3aba has recently got married
and her husband is as young as herself and hagedtitheatre at Tehran
University, Faculty of Fine Arts. They have knowneoanother for eight years
and have come to Tehran from Garmsaar, not a @Bsigeetown/village, near
Tehran and have no intention of going back. (Thishe case for many young
people or indeed farming communities who migratéebran).

Saara: “l don't like figure painting at all...but halooking for “relationships’.
This feeds into my work which are patches of colauabstraction”. (I know for
a fact, however, that Saara has been put off o who announced to Saara,
that she was going to draw the members of her yafoll her finals project
because she was so good at drawing her mother darten house. Saara’s
response to him, evidently, is ‘certainly not’, seeloing highly abstract work).

It is now ten minutes since we started the teakbaea Toktam has changed the
music. Katty, the model, takes off her T-shirt agand experiments with some
poses in a seating position on a dark brown woodear. The music is
Medieval Spanish with Jewish players, not unlikeneoold Persian melodies.
The model is now settled on the chair at an angketurning position across the
seat with one arm disappearing behind her and ther @t her side with her
palm pushing onto the seat. Saara asks for a nwie angle and the model
Katty adjusts her knees more to the side. The gpoopeed with their drawings.

| am sitting behind the group and really wish thiaad a video camera. | notice a
book near the model’s chair, Toktam placed it tteefew moments ago. | leave
my post and take a few steps and pick it up. Evezyie drawing. | look at the
book, it is ‘Fra Angelico, Phaidon 1992’ with arsfa from Honar University
Library.

| put the book down and draw a sketch of the rodhere are a few easels and
stretched canvases leaning on the end wall neaadbe of the fitted wardrobe.
The windows, the length of the wall to my side, éa@atiny white curtains only
half way down because of the bookcase and cupboadkrneath. Opposite the
wall with the wardrobe, in front of which the modslsitting, | have my piano
stool in front of a desk, this is a distance of#tlfove metres. Next to the desk is
a rigged up dressing table of a large mirror aridwatable on which there are
tens of lipsticks, nail varnishes, hair clips laegel small, bits of note paper and
perfume. At some point Saara examines the lipsackswhispers to me that she
often tries on Toktam’s lipsticks and gets inspmas from the colour range.
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It is now 25 minutes since this pose started aay bteak for a rest. | ask if they
ever ‘measure’ when they draw or consider persgectr think about
proportions. The response is no. Saara says tliegldthat in their first year.
Toktam says that she is looking for the feel ongjsi.

There is a pose change. There is also a changeisit nToktam plays the late
Nosrat-Fateh Ali Khan from Pakistan. Katty is sidfion her chair in a diagonal,
with the left knee up on the chair against thedphsft upper arm almost under
her left breast, the right arm over the thigh aaagle. | think to myself of all the
diagonals that Katty is creating in this pose, &/gseagine the composition
within a rectangle, | see lots of triangles.

At some point Bita asks the model to remove hedhlesm her thigh, qualifying
her request by saying “if that is OK with everyone”

| decide to stop note taking, there is anotherlkoream glad of it.

Toktam and | speak about Fra Angelico. | ask heatvelne might say to people
who believe Western art must be understood in &iceway. She laughs and
says “People can say what they wish. But look’aghie shows me ‘The Virgin

and Child Enthroned with Four Angels’ and say08k at the similarities of the

organization, the content, it is not dissimilarsmme Persian paintings. Early
‘Bizance’ art was so influenced by ancient predsta Persian illuminated

manuscripts. We have studied these things. | resporihem all, emotionally,

and | hope | shall never be so ignorant as to Baythe West should not find
emotion in colour or content in the arts of thetEas

Saara joins in: “I never think about what belongsmhom in art, | am doing
what | like, | don't really care”.

| explain that an MA student in my department imtéabury told me that in his
view, there was nothing Middle Eastern in my wattkat it was not Turkish
enough. | explain that he told me so with greatdstyr | add that he said he had
imagined ‘Turkish Art’ to be different to what | dgroduced in my show in
October. The girls look at me wide-eyed, and orys &did you tell him you are
not Turkish anyway?” | say yes.

Saba gets up and looks at everyone’s work but doeeffer any comment. The
group prepare for another pose.

I look at Fra Angelico’s ‘The Dream of the Deacastihian’ and respond to it
through memories of rooms, light, colours of thirigsave seen as a child. |
show their golden haloes to Toktam, they are likeminations. | suddenly
realise that | am responding to the picture inail, resisting my art training. |
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wonder if | would like it any more if | looked spécally for surface design and
colour rhymes and contrasts, degrees of perspeatistgoroportions considered,
light source, precedence in design, sacred/sereflarence in the painting etc. |
am drawn to the picture intuitively because | hhwed in rooms with windows
like these, we have a habit of leaving our slipperdoorways like this, we still
wear slippers like these, the half open door is gainting is so familiar to me,
light and dark, it reminds me of the rooms in mytheo's house where at times
we were not allowed to enter on account of grows-lyging engaged in
something important

I look through the book again, and Toktam saysytifi like this, then you must
look at THIS”. She pulls out a book from under ke mf papers in the base of
the music centre and hands it to me (Elenora Balt®1, Milan). | recognize
the cover immediately. | have seen these in Are&amsapolcro, and Urbino
following Piero Della Francesca’s trail. | tell @yene about the recognizable
architectural landmarks and faces in Piero’s pagsj and that it is evident in his
paintings that he used the same models and fae@s agd again. | tell them that
| particularly like his “Flagellation” and all theswvonderful feet placed in space
with precision. | explain to them that due to tmathematical precision in the
floor and its proportions, the dimensions of thal rgpace can be determined.
Saara looks at me and says “yes we did all thahvabtedying Classicism and
the Florentine School”. | ask if they know or hastedied any contemporary
British painters; all of them mention Kitaj, Bacand Lucien Freud. | say that |
don’t believe Kitaj is British and that he is noadk in the US.

There are one or two more short poses. Toktam rielsabout the art class she
teaches in a primary school. She says she oncesgedl the children, 10-11

year olds, to imagine what would happen if sheadccdly! She says it was a

great exercise to get them to imagine extraordirthinggs, she says they did

some wonderful drawings/paintings, and shows mewnarfotebooks and papers
from the class. Katty, the model says that Tokthoull get her pupils to draw

and paint on A4 and A3 paper rather than in theéd notebooks. She says that
they ought to imagine their work as paintings rathan homework.

At 7.30 pm the session ends. | notice again howyKladlds her body when
dressed, in contrast to when posing almost in tltienShe is completely at ease
and confident in the life class, and I find thigrerdinary.

Downstairs whilst putting on our headscarves earhgm pays their share of the
costs and Toktam puts the money in an envelop andsit to Katty. They do
not accept my share, as | am their guest. | thhaktfor allowing me to sit in
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their session. They announce the next sessionbat sShouse. We all pour into

Toktam'’s car, borrowed from her mother, and sheedruus to Central Tehran to
the private view of Iraj Karim Khan Zand‘ exhibition. There is some

negotiation as to which roads to take, and wedaelway through the traffic and

the various one-way systems before we get theldaids headscarf falls to her
shoulder, and she ignores it for a while, resistivgglaw for some moments, and
then she puts it back on again with one hand wtiiistng!

This is when | ask Toktam why she is interesteth@aidea of the sacred. She
tells me that just over a year ago she was arrdsteduse she was talking to
three of her male friends. She says that this foifting still happens to young
women sporadically, but less than before. She #ags she has many male
friends as she does female, and on this particadeasion she was taken to the
police station for questioning, on the possibititat she might be a prostitute. It
took 72 hours before she was released and provextemt. She says that she
met a lot of different women in the prison where stas kept for the most of
that 72 hours. Some were prostitutes, some hadnstabney, but all of them
were in a way innocent to her, so she would paiomen as sacred. | was
dumbfounded at the straight forwardness of Toktamtount and analyses.
There is nothing | can add. | am happy to see heving with her art and
teaching and wearing her pale pink lipstick, awdidh her well. | think of her
profound sense of dignity.

It is inevitable, in my view, that this private andllective partnership in the life class,
however short lived, would serve as a tool to oeere the harsh realities of Toktam's
experiences. Experiments with ideas and issues Iheae the beginnings of all great art
in the history of art and theory. The point herwisontinue the search.

Innovative public spaces for religious collaboratio

As indicated in Chapter Two, | have considered esearch site a broad space, where | might
grasp and develop an understanding of the intéeckleycles of events. At the outset of my
research in Tehran before resuming my tasks at uthigersities, | intentionally and
specifically attended a religious rally to see vileet and how such events had changed since
| last attended one years before the Islamic Réenlul was amazed of the innovative new
dimensions practiced in some neighbourhoods. lodm®d that at least in some mid-town

3 Iraj Karim Khan-Zand is a painter/sculptor who tasopen atelier one or two evenings per week
and welcomes students and art debates. He is asss#onal tutor at Al-Zahra University and flies t

Isfahan and Zahedan on a fortnightly basis to teath
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residential areas women openly expressed new metetns of traditional religious values,
negotiating cultural behaviours according to wheytlwish to be. | present the following
extract as cross examination of some of the pdihts/e made in the foregoing sections, and
as an example of the developing gendered spacesciety at large, showing the debate

moving forward.
Research Diary, 25 March 2002, Ashoora ceremonies Tehran

This is the eve of Ashoora, the™0f the month of Moharam in the Islamic
Lunar Calendaf: The street | am visiting is a perfectly ordinanpan space,
middle class but not too expensive. The homesignbighbourhood are mostly
two-three storey houses with courtyards/gardenschwhave been converted
into apartments. The residents are mostly middiéegsionals, or middle-
merchants. This is not one of the most avant-gasighbourhoods in Tehran,
but one with a sense of tradition. They have mdue tradition more fluid,
however. | am struck by the participation of thenvam, rather than their
traditionally observational position in the margims from windows and
balconies. The women, many, many of them, have edalk a highly orderly
procession behind the men to arrive in front of thesque. Many men and
women are walking alongside the procession on &verpent separated from the
street by ditches of running water. The women drealb generations and
although mostly in black there are also many cdldwexpressive scarves about.
Younger women look bright and cheerful and carrybileophones, like their
male peers, and have fully made-up faces. Theghiighted' hairstyles push
out of their headscarves, and their often elegaaitesup, show off their eyes,
eyebrows, and lips, as if well considered expresdrawings.

The procession arrives at the mosque a few hunaetces up the road. There
are lines and lines of women and children, sontengitand some standing in

% This is an important date in the Shiite calendBrocessions of religious chants, forms of
flagellation, and beating of drums are made in m@brance of the anniversary of the martyrdom of the
fourth ‘Shi'ite’ Imam, Hossein the grandson of theophet Mohammad, over 1300 years ago in 680
A.D. in Karbala in Iraq. This martyrdom was becauo$¢he political/ideological differences between
the courts of the Caliphates and those who wisbddliow the descendents of Ali Ebin Abou Taleb as
the successor of the Prophet Mohammad. For a smcaimd brief history see Chelkowski 1999.
Although considered to be a tragic day and morglghéldren and young teenagers we were treated by
my parents to watch these ‘performances’ of falslipuich processions with extraordinary colourful
emblems and banners from small balconies abovehbps in the main street in Tehran Bazar. We

were often given very good food and rosewater #erds alms as served to those in the processions.
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front of this neighbourhood mosque which is adornmedcolourful lights,
religious flags, and banners. Several magnificexditional emblems, in filigree
alloys several metres wide are parked in fronthefrmosque. | soon realize that
this is a candle-lit vigil. Women and men togettemost everybody holds and
lights candles; there are a few very young boys @ind who distribute the
candles here and there. | light mine, as | takeoant of several rows and
estimate the crowd to be around 1000. The neigliomag men look around and
seem vigilant and alert.

I have my camera, and as soon as | pull it out yfpocket, one lady says “Be
careful the ‘sepaaff are watching”. Some older women say “Let her tage
photographs.... But be quick”. Two women say perhiey should deliver a
speech just like Zeynab did. Zeynab was the sdyosister of Imam Hossein
the third Imam amongst Shiites who delivered atiali speech on this day
when the news of her brother’'s martyrdom reachedems.

Here, however, everything is calm and organizedmaateful, | take a couple of
photographs of the feet of the women and walk ateathe tent where tea and
cakes are served as alms for everyone. There ‘@xiof evil’ here, | think to
myself, just an axis of intelligence, courage, agdncy.

Conclusion

It is my experience that being involved in art eatian, as both sensory and intellectual
developments, promotes the desire to examine talkigs in things, deepens one’s analytical
abilities, and in many instances provokes selfedeasne engages with histories of both self
and society and the interface of the two concélits. data demonstrates that the participants
are highly alert in their observations and analgsid engage with these issues acutely. It is
highly probable that the processes of art educd#ioititate or strengthen such abilities in the
participants in this text. The data further demiatss that the participants use art processes
towards degrees of self-realization, this is evidarwhat is said and done, as well as the
paintings represented in Chapter Six. We have durttitnessed that these participants are

% Soldiers, but more importantly in contemporarg lif means the ‘zealot minders’ associated with the
Revolutionary Guards and the hardline factions e government who carry a baton, and are
obviously there to frighten, intimidate, and coittiee crowds. They succeed when in a group, but
alone they are quite vulnerable looking and notipaerly educated. | have occasionally seen these
near the campus, between the Rudaki Opera HouseTahdhn University. | said to one on one
occasion that | doubted he could control the stutb@dy with just one baton, and he laughed! The
students | worked with avoided contact with thepessh'.
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vociferous, often economic partners, and that tideias and aspirations reach for boundaries
beyond their art disciplines. | would suggest tig text, in its entirety, is an indication of
women’s voices in lIranian society at large illunting multiple perspectives, working
towards new interpretations of tradition, and negioty new complex and multi-identitied
spaces.

In Part One, the boundaries of a world are drawah iadicated; this is a rich and wide-
reaching world, a world of diverse ideas and lag®iencompassing Japan, Saudi Arabia,
Russia, Germany, India, Italy, Britain, and thetunal heritage of the Renaissance and
Byzantium. Toktam, for example, considers herseditaen of the globe, a member of the
global village and speaks of systems of worshijmtha, beyond her own. She announces her
ownership of her art-historical heritage from Easd West. Maryam relates a shift in
ideology through art education and is setting @ff Germany for new experiences, this
becomes more significant when we remember helirgggobint on her journey. Paryush tells
us about her autonomous mind. She sends her ssudeidpan to develop and learn from that
rich culture, whilst contemplating her own througgometric ideas tied in with her Muslim
identity and heritage. Soodabeh speaks of religisnphilosophy and new scientific and
artistic boundaries in the future beyond her lifeet Parisa speaks of a just world where
working women might be better cared for, and Saah Anahita are in quest of what they
perceive to be their fundamental and legitimatatagDespite the dominant discourses in the
media, and the minds of many, the participants’ldvoelates a large cultural map which is
complex and multi-layered, matching their aspidedifand multi-identitied perspectives.

Agency, the processes of authoring and structwimggs life, and carving and shaping social
and private spaces to fit one’s self-perceptiomtiooes in Part Two. The participants
demonstrate a strong desire for fuller partnershipd collaborations in socio-cultural and
socio-political events. The Tehran University studé seminar, the neighbourhood women
expressing their Muslim identity publicly alongsitleeir men and according to their own
interpretations of Islam, and the collective ‘folmmvestigations in the life class, are
examples of such collaborations and partnershipguld suggest that once ideas are born it
would be only a matter of time before they beconuemmore widespread. The population of
the female student body in Iran stands at 8566 the total numbers attending universities,
this is an achievement by the Islamic Republic, #xedpromise of more educated women, as
mothers or not, can only promote optimism. Educaisofundamental in the development of
ideas.

3" This figure was given to me by the Chancellor dfzZahra University, Dr. Rahnavard, in an
interview not presented in this thesis. Howeveis figure is repeated in the Iranian media quite

routinely.
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It is neither the remit of this research, nor theice of this researcher to count and recount
the sources of socio-political and socio-economaw$, and degrees of ignorance and
repression in Iran or outside Iran. Further, | @tuctant in defining the concept of identity
exactly, and engaging in reductive processes ofegcaization, simplification, or
generalization for the sake of locating Tehran imith ‘suitable’ academic discourse as
related in ‘Hall 1995’ and others. | am not engreértain about the implications of feminist
and essentialist identities in contemporary cultaliacourses, and do not wish to create
discursive boundaries for the aspirations of thetigpants in this text. Trajectories in
Western cultural literature, in my view, have sevahortcomings, they seldom address
multiple perspectives and they are indeed someletgB/s voice. As | have demonstrated,
these participants ably and succinctly speak femielves, giving layers in personal and
collective histories which are spatio-temporal. tRermore, the Tehran based lawyer, the
2003 Nobel Peace Prize winner Shirin Ebadi anddsn and colleagues are highly active in
pursuing legislative secular laws for protecting thgitimate rights of Iranian women, and
Muslim women worldwide. What is offered in this tds a space for the projection and
recognition of the participants’ voices, illuminagi their concerns in negotiating cultures,
expressing fluid and strong secular and Muslim fidies, defying sources of power where
possible, and contemplating or creating new pathgid forward. Making misinformed
generalizations and judgments because of religind,geographical location appear not only
redundant, but damaging. The gender debate irhlarbeen ongoing at least since the 1920s
when my grandmothers refused to appear in publiboui the traditional black chadors of
their time; | have no doubt that the debate staitinoue and develop further robustly.
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Chapter 4, Text V: Parallel Spaces for Art Educatio

Introduction

As indicated in Text | in the current chapter, finvate atelier system and Tehran Museum of
Contemporary Art occupy a significant space for ihm@rsection of art discourses in the
development of art education in Tehran. In thig teghall introduce Tehran Museum of
Contemporary Art and relate the range and breaditis activities, whilst also informing the
reader of the type of activities some of the atel@ffer to art trainees outside the university
campuses. Whilst a great number of interested haats students benefit from the museum’s
art-oriented and relatively free environment, attéis national and international biennales,
conferences, and seminars, a few others find thayr into the private interiors of the atelier
system where painting, drawing, and above all eaudision of making art take place amongst
peers. The point | would like to make regarding lduter is the seemingly ordinariness of
interactions and exchanges in the autonomous dtabomative private spaces created. This,
in my view, questions the value, validity, and velece of forms of censorship.

The atelier system

Mr. Manoocher Motabar holds a teaching atelier solely for the purposdrafving. He is a
highly respected well known painter, a session@irtat Tehran University, a part-time tutor
at Azad University, and a jury member at most pagheand drawing biennales at Tehran
Museum of Contemporary Art. He believes in a syst&rway of drawing in the style of the
academy, observing plaster casts of classic fomdeoportions, referred to as the ‘antique’,
and detailed observational drawing from life. Theerior of Mr. Motabar’s atelier is calm
and orderly with numerous rooms and hangings obtis paintings and drawings, selections
of plaster casts and skulls, and art historicanegices in articles and images from the works
of Degas, Picasso, and Kamal al-Mulk the foundearoftraining in Iran in the style of the
academy.

In a conversation, he explained the following:

“We believe in letting the students discover treansibilities, and understand
what they see, in their minds, and gradually irdése line and form. This is

very serious work and involves sensory and mechanaordination. You see, it

is like a driving lesson, | am the driving instroiGtthe student is the one who
should do the driving. | sit next to my student @ivk advice most suitable for
that particular situation, it is the student whawd discover the language of
drawing through discipline. | have internalisedgiles’ as a concept, and | wish
the students to discover and internalise drawing esncept within themselves.
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We do arrive at our destination, we explore diffierehannels to reach our
goals... Later, when | see the student has undersinddyained fluency | can
recommend simplification, exaggeration, distortiand abstraction. But this
sense of discipline is often lacking, indeed rarstudents.”

“I don't know what is meant by identity, | don't e in it, what does it mean?
Perhaps we do not have a modern identity in agngtrate, modernism is a
guestion of participation, we have never had a chda develop its concept in
our psyche as a nation. Modernism in art is a dsiom, an ongoing discussion,
it requires participation.”

Many of Mr. Motabar's trainees are there for theveloof drawing, and of different
generations. Some wish to study architecture atewsity and come to him for a sound
training, whilst a few are ‘Honarestan’ graduatdsoge secondary school has offered an art
syllabus only. Ironically, university art degrea® aot available to this last group because
their secondary school certificates are not pathefinternationally recognized baccalaureate
system comprising different subjects. Since engedompetitions and biennales at Tehran
Museum of Contemporary Art are based on art wattkerathan qualifications, Mr. Motabar’s
atelier facilitates an immensely important spacectmtinuity in their training.

Mr. Zargham, painting and ‘colour’ tutor at Tehran Universityas a vast atelier where he
paints and takes students, specifically to painbile. At the time of my visit he had a
‘demonstration’ painting on his easel, a young rsalportrait, which was extremely
attentively observed, felt, and drawn in brilliasttimmering colour and paint patches to
articulate both form and surface structures. Thishdical perception in painting, observing
gualities of paint as light are practiced and tawghmy department in Canterbury, but are
rarely to be found in Tehran. Mr. Zargham explait@edne that many tutors and students,
consider this type of painting as old fashioned paské these da¥sBut what concerned me
the most in this visit, was that Mr. Zargham'’s itiignas a painter seemed to be undermined.
The stacks of half finished canvases which he emistically and generously showed me
appeared to have started as fine cityscapes olosérem his top-floor atelier in warm
colours, and then painted over in rushed and ftesdr brush marks resembling bushes and
undergrowth. As | suggested to Mr. Zargham at timeet | really wished he could find a
residency somewhere away from what is expectednofalh the Visual Arts Department, and
just paint. In reply he looked at me and said: 4o really think so”. It was evident from his

%1t is my experience that in Britain too many cafesi such analytical perception of painting old

fashioned.
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palette and love of drawing with colour and palratthis first love was indeed his art, which
he had neglected for reasons known to himself.&parkthis was because of his job.

Mr. Iraj Karim Khan Zand , is a practising sculptor/painter who exhibits ulegy, a
sessional tutor at Al-Zahra University, and vigtitutor who flies to Isfahan University in
central Iran, and Zahedan University in the SoudistEon a fortnightly basis to teach art.
Neither painting nor drawing are directly taughthis atelier. Instead he offers a space for
young art trainees to think and talk about any eispé art they wish to. On Wednesday
evenings he cooks something simple, often thickilleoup topped with cheese, for his
visitors who might also be other painters and @rtis

Data from one particular occasion relates the ¥altg

Massoud, a young photographer, talks about ‘botlytée has attended a lecture
at Tehran Museum of Contemporary Art given by &iwg Iranian professor, a

theoretician from a Californian university. In cemsation with Karim Khan

Zand and Kayvan, a ‘sound’ enthusiast, they spezwa the range of ideas
which might be considered as body art. Massoud fyasdrated because he
wants to know more, and wants to know it now. Namitilassoud nor Kayvan

have attended university yet, they take on smaljepts to support themselves
financially. Not having access to internet, Massatdrts writing down the

phone numbers of a few people who might betweemthave new books,

articles or catalogues regarding body art.

Two young girls who are preparing for the Nationdhiversity Entrance
Examination have brought some drawings to see whatyone thinks, once
they pass the written exams which include subjdasmaths, Islamic ideology,
and languages, the candidates are interviewed amdremuired to have a
portfolio of work.

In contrast to the above there is a student whqusastarted his MA in Fine Art
at Honar University, but seems a little lost, heagsompanying a friend and is
perhaps somewhat overwhelmed by the gatheringvielgs do not appear to be
as succinct as the others’, he is neither critiwat confident in analysing
concepts. This is ironic because he has achie\gdl m art already. He shows
his designs to me desperate for feedback. We balktssome of his motifs, they
are direct quotes from the most widely used, peshaen overused, designs
originating from Persian antiquity. He does notnset® have suggested new
interpretations and or thought in his designs/wddkit of context they are
problematic, one in particular looks like the ‘stikes. Karim Khan Zand tells
him that he should reconsider this motif so “vitadind centrally” positioned in
his work page after page.... “Forget the swastikafdesommends.
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A young woman comes in a little later than oth&ise is very familiar with the
space and has brought some food. She says sherhasfrom work in a textile
factory. She does not have a degree in art but seontne atelier as often as she
can, and as a consequence she has learnt a lotsayhethat she has been
promoted from a machine operator to the work whth ‘Design Group’.

| ask Karim Khan Zand what he thinks ‘identity’ i$le goes red and
uncomfortable and escapes to the balcony to haigagette. | realise that many
find the mention of the word uncomfortable becatise government often
interprets it in relation to its specific contemaiy interpretations of Islam, and
the notion of Martyrdom. Later when Karim Khan Zareturns from the
balcony he says. “Identity... This is my identityjstlatelier, these brushes, the
things | do.... The identity of these young people orly be seen in their search
and struggle (takapou and josto-joo) for ways opressing themselves and
‘being’.”

Tehran Museum of Contemporary Art

A sense of mission

Although Tehran Museum of Contemporary Art was fiech by Farah Pahlavi, the late
Shah’s Queen shortly before the 1979 Revolutiemibst significant contributions to ‘Public
Art’ and the art community in Iran have been unttex sharp directorship of Dr. Alireza
Sami-Azar, and the expertise of his senior managéerteam. In my view the museum
provides the crucially needed public service inntaning cultural continuity, projecting the
evolutionary spaces for visual culture as an edowat process. My analysis of this
institution’s activities and its vision are based my interview with the Director of Public
Relations at the museum in December 2002, the otsntd three interviews with Dr. Sami-
Azar in the national press, published performar@gts since 1997, my frequent visits to see
major shows, and attending the international camfee on contemporary art during the
processes of research in Tehran. With one hundrgdiogees and severe shortage of funds,
the museum is an example of how institutions camheaged autonomously, run by people
of differing ideologies, and achieve high degrekesutcess. There are several museums and
numerous institutions in Tehran who would do welfellowing this small institution’s lead
and vision.

Tehran Museum of Contemporary Art perceives itaslthe single most significant cultural
institution and venue for contemporary art discesrg Iran, and the major supporter of
national and international art events across thantty. Indeed the cultural activities of the
Museum have been particularly forward looking, @uga specifically dynamically with a
new generation of artists and art lovers. The muskas, to a notable extent, overcome the
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complexities of power politics in relation to atitsexpression and artistic freedom, offering a
sustained comprehensive cultural programme. Whilstmuseum remains an agent of the
government, and its employees are ultimately bobydthe regulations expected of
governmental institutions, it nevertheless prasticg trade relatively autonomously. | believe
this sense of autonomy is part of the museum’d land mission in engaging with the nation
through art and culture, marking a departure frdva division and gloom of the post-
revolutionary and post-war years. This has resultethe museum flourishing as a centre
holding the attention of the youth through initiafj undertaking and promoting new thinking
in art cultures. Engaging with the new post-reviolutgeneration has been one of the most
significant strategies of the office of Mr. Khataas the Republic’s President (1997-2005).
Indeed his astounding election results in the $poih1997 manifested the hopes of women,
and the youth in Iran who responded to his promi$echange, regeneration, and
transparency.

Similarly, the museum has been able to engagetivtltommunity of artists, critics, curators
and other experts in the field of art, providingsgorships for Iranian artists to hold group
and collaborative exhibitions globally, and workdatrain at the Cité Complex in Paris.
Many, whose activities were to some degree subdseal result of the change in the regime
have thus become participants in the current ahescWhether alienated because of the
contents of their art, or by the stance of thenstaregime acknowledging only those forms
of art which embraced forms of religiosity, membeisthe art community were quietly
pushed out of circulation for years. Many artisis, indeed did hundreds of thousands of
intellectuals and entrepreneurs, went into exilavileg the body of art practices and
discourses dispers&dlt is therefore a remarkable achievement thatstrece facilitated by
Tehran Museum of Contemporary Art has brought tegeindividuals whose political and
religious views might differ profoundly.

Visual culture as education

The museum often holds private viewings of uncestsanaterial, art videos, art cinema,
scholarly research, and art-oriented documentddesnvited guests from the artist and
intellectual communities in Tehran. Although theggherings are by invitation only, they
nevertheless create an environment where a dialogt@erance between the members of
these communities is made possible. As a consequéimere has emerged a collaborative
intellectual space for cultural and political inteion with a coherent vision regarding
contemporary art, where artists, curators, critidesigners, and art educators might be

39 A figure of three million is often given for theahian Diaspora, but | am unable to confirm its

sources.
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participants in determining the range and naturenafional and regional biennales in
conceptual art as well as drawing, painting, adtpgraphy, architecture, and graphic arts.
This, of course, creates further opportunities rigage with the emerging art trends in the
Muslim world resulting in significant events such ‘dhe Second Biennale of Contemporary
Painting from the Islamic World’ in December 20@&uch biennales not only sustain the
crucial interconnectedness of the Muslim visualitage, but also offer in-depth discussions
on the specificities in sensibilities from variogtamic regions such as Africa, Asia, and the
Arab world. A range of research papers in the tadeselopments in the visual vocabulary
and grammar of the arts of the Islamic world, corapee studies between Islamic cultures
and other cultures around the globe, analyticalugies into tradition and modernity in
Muslim societies through art, and research in moseollections in the Muslim regions were
also amongst the topics addressed at this Biennale.

| had the opportunity to attended a conference Rostmodernism and Contemporary Art’
during the second leg of my data collection in Behmwhen experts such as the head of the
Paris Beaux Arts, director of the Rome Academyia&FArt, head of the Society of German
Philosophers, director of Stockholm Museum of Maodart, and numerous individual artists,
feminist practitioners, critics, and authors of dfedical books, came together in a forum
discussing art. Such conferences are sponsorededyrand held at the museum and its
affiliated galleries on a regular basis. Howevemuwes in other major cities such as Isfahan,
Mashad, and Yazd, are also used by the museum wéreappropriate. Yazd, one of the
oldest cities in central Iran with a wealth of Ransclassical architecture stemmed from the
pre-Islamic heritage, hosted an international a@nfee on architecture in 2002, which was
sponsored and directed by the museum, and opentbe bgnowned architect Charles Jenks.

These processes have culminated in structures vemlinclusive and able to mobilize the

creative energies in the country as vital creatbegirces. Iran desperately needs such
collaborative vision and conduct in every stratasoctiety in order to move with speed

towards fulfilling her vast creative, and intelleat potential. The student body need to
witness these developments to be inspired, to be@ware, and able to imagine a legitimate
location or space for their ideas in the future.

Evolutionary processes

Under the banner of ‘New Art’, the Museum has hédee extended exhibitions of
conceptual art where numerous male and femaletsartimve imagined, explored,
experimented, and created installations, performazt, happenings, video art, web art
engaging with the digital technologies, and abadVara photography. | visited ‘New Art II’

in the autumn of 2002, and found its critical serand its visual language a revelation. The
exhibits were culturally, socially, and politicaligsponsive, demonstrating a highly sensitive
and original local visual vocabulary succinctly ked into the grammar of the language of
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current trends in art globally. So many young tstiwith the help, commitment, and funding
from Tehran Museum of Contemporary Art, had readbeshew boundaries to voice acutely
observed personal and socio-political conceptsn Istéill haunted by the intermittent female
sound ringing through the museum calling out “Helpdelp... Help me... help me out of
here... | must get out... | need to get out... Help nk&llowing this voice, | arrived at an
installation with two video projections of the safaee. One was deep in the ground, as if at
the bottom of a traditional water well, looking Up.order to see it one had to climb a few
constructed steps to reach the opening of the avell find the image at its base. The other
projection was fixed to the ceiling precisely opp®she opening of the well looking into it.
Whilst the two images of ‘self’ facing one anothegre gripping, the idea of self and society
were further implied. The sound had compelled mied& and move towards the direction of
its origin, it had journeyed through the collectsgace of the museum made of other sites and
art installations. This was exciting, but becausehe quality of the sound it was also
profoundly alarming. Such juxtapositioning of enoois provoked responses or reflection on
the nature and qualities of ‘emotional’ and ‘aestheharge’ in conceptual art. Here the
reflective and responsive processes of engagemimttive work were in place prior to its
visual encounter. Though the reading and meanirteofnstallation are complex and might
be determined on a multitude of levels, they pradpie to reflect on the concept of
‘inaudibility’, the notion of being ultimately al@nin life in a singular existence!

Large scale photography combined with sound createde of the most interesting and
ambivalent installations in the long and curvedridors in the spiral architecture of the
museum. One installation was life size and fixeth® curved walls of the museum creating
an illusion of distance and perspective. The spmit#fs in colour, form, and metaphor
captured through the strength of the photographens depicted reflexive attitudes towards
society. Fashionable Tehrani girls with their owaria of resistance, in colourful scarves and
makeup, mingled amongst the congested traffic jahtwdd and battered cars mixed with the
faces of working men and women having to earn iadgivThe scenes articulated urban and
social spaces belonging to people, young and @elp an thought, on the move, in everyday
life.

Though criticized by some artists and scholargtierseemingly “quickness” of approach or
methodology, and the absence of certain traditiois&ills” in art making, it is my
observation that ‘New Art II' possessed authoritydalucidity in presenting visual and
perceptual concerns in contemporary Iran, and m@igiimg continuity in visual and cultural
enquiry. The visual histories and narratives presethe classical genre in Iranian paintings
for centuries were present in these works. Theseksvexplored the perceptions of the
imagined and lived experiences of humans, men amuen, through new tools. Thus the
‘New Art’ series at Tehran Museum of Contemporary provide glimpses into the states of
mind and experiences of a new generation who wasproject their voices through their
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choice of tools. Their success does not deduct frenvalue of the 2D and 3D art which rise
from the traditions set by the cannon of excellandbe academy.

Although the Public Relations Department at the enus have generously supplied me with a
documentary CD on some of the exhibits in ‘New As#ries, | am unable to support my
argument with images in this instance because sérved copy rights for the individual
artists.

The international scene

Recent worldwide exhibitions sponsored by Tehrarsélim of Contemporary Art, often in
collaboration with the Iranian Diaspora, held imdon at the Serpentine and the Barbitan
in New York and Washington and a total of six otBéates in the US, in Paris, and in Berlin
amongst other locations, have been opportunitieghfe ‘Iranian eye and mind’ to travel
widely beyond political and ideological boundarist; point here is at least twofold. Firstly,

| wish to emphasise that art as the product okducation is thriving in Iran and is shown
internationally, and that despite the socio-pdditiemitations it does posses a robust critical,
sensory, and visual language. Secondly, the desviof the tutors and the student body
related in this Chapter cannot be isolated fromnibigon of ‘public art’, whether at home or
on the international scene. Some of the artistssevlveork travel abroad might indeed be the
tutors, or the students, who have been participardeveloping art education.

In symmetry with the above, Tehran Museum of Comrary Art regularly invites and
hosts artists from diverse locations such as Sudameece, Bangladesh, Switzerland,
Venezuela, Spain, Tunisia, Russia, Italy, Omankd@yrand Armenia. A film festival of
French ‘shorts’, and accompanying seminars wer delpart of the museum’s ‘Cinematech’
activities during my data collection processesséhshowings attracted huge queues outside
the lobby. As recently as February 2004, just afigr own exhibition in Tehran, and in
collaboration with the British Council the museuilmwed a comprehensive selection of
works by British sculptors including Henry Mooreaara Hepworth, and contemporary
Turner Prize winners such as Richard Deacon andiddahiirst. | was told recently by the
acclaimed installationist/sculptor Bill Woodrow, thorepresented at the exhibition and
personally there at the opening, that the show seasnthusiastically received it was almost
mobbed! This is understandable. The student bodyagriovers in Iran do keep in touch with
the new developments in art as much as they caondhrbooks, articles, and websites; the

0" Although performance art and installations araaait impossible to be catalogued, unless by video,
| would recommend the catalogues for the Berlinvslo 2004, and the Barbican Show in 2001-2 to
the reader. The latter have given the number afovssto the show at just under 50,000., unpardel

in their records. This figure was given to me by dffice of Dr. Sami-Azar.
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promise of seeing and experiencing works of arefacface at the earliest opportunity
possible, however, creates much hype. It so applatshe art enthusiasts arrived together,
and in the first hour of the show being opened!duid have done the same, the visual
encounter and cerebral engagement with the idedsnaagined worlds of others through
their art is indeed an exciting proposition.

1. Further, Tehran Museum of Contemporary Art holdwvedl catalogued collection of
modern art, unparalleled in the East. PaintingsClgude Monet, Camille Pisasarro, Paul
Gauguin, Pablo Picasso, George Braque, Wassily ikaky] Fernand Lger, Willem de
Kooning, Jackson Pollock, Max Ernst, Mark Rothkaydfx Warhol, Jim Dine, and others are
amongst these, held in the treasury at the mus&hbese are often loaned to major museums
and collections worldwide. A much awaited triptymp Francis Bacon was recently loaned to
Tate Britain (summer and autumn 2004), for a majdribition since the death of the painter
in 1992. Other pieces, by Pablo Picasso, Max Efhayl Gauguin, Henri de Toulouse-
Lautrec, and Andy Warhol, have been seen by adrfoin France, Spain, Switzerland, and
Germany recently. This is a significant contribatio the international art scene by Tehran.

Conclusion

The development of art educationTehran is, in my view, a fluid process engagwith a
chain of histories, complexities, simplicities, gm@ctices. In this Text | have demonstrated
the role and the significance of the atelier systanad Tehran Museum of Contemporary Art
in developing art education. Whilst the former destoates resilience in providing an interior
space for training and educating, the latter ptsjecdynamic vision for a ‘community’ to
sustain itself, and its links through public seevand Public Art. The activities and discourses
of these micro and macro institutions show theafgund understanding of art as a concept
which interconnects the aspirations of the indigidand the society. Whilst the atelier system
provides spaces for forming and nurturing new ersrghe activities of Tehran Museum of
Contemporary Art mobilises those energies multietisionally; it manifests how energies
and ideas can be pulled together towards a sharetbh in contemporary Iran.
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Chapter 4, Illuminations

In my experience, the nature of new knowledge ispmalling one, and the task of the

researcher as an observer ever present. Here, Il @lugect a selection of data as

illuminations, in order to throw light on specifibservations and reflect. My aim is to further
implicate the dimensions of research and to slafsjpectives towards layers of knowledge
which reveal the recesses or textures in the alvsirahitectural space | have created in this
chapter. | would recommend that my illuminationshibeised collaboratively according to the

reader’s perspectives.

lllumination i, Tehran University

I am writing my notes, sitting on a bench in thewrds of Tehran University opposite the
sculpture studios. A tall well-built young man ind clothes, leathers and suedes, approaches
me. Cell phone in hand, he says:

“Hello... | have seen you around, you are some kih@ oesearcher...yes? |
hope you don’t mind...but | have noticed that thepgtegou have chosen to talk
to are from the lower classes. Many of us comeust jo attend lectures, we
meet outside the campus mostly. | can give you somkile numbers, if you

like, you can contact those students for interviéws

This is interesting because at the end of a praBentat the Faculty of
Education at Canterbury Christ Church Universityds asked by Professor
Richard Bailey whether | had considered the miadtiss students only!

lllumination ii, Tehran University

In the lobby of the Visual Arts Department, ProfesBhsayt" calls out to me:

“Madam. Madam may | request that you would exptaithese students of mine
that this is not a high school, but a universitye&lly should not have to run
after them to make sure they have completed tihmimeworK | am ill, and
retired; | fortify myself with medicines and presemyself here at the campus for
their sake, for their future”.

*1 pProfessor Ehsayi is a scholar, and practicinggrapher/painter whose work was shown at the
Barbican along with a number of other artists frdran sponsored by Tehran Museum of

Contemporary Art.
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I smile and nod, and ask if I might be permittegptmtograph him with his adoring students
around him. He laughs and grants permission.

[llumination iii, Al-Zahra University

The garden area at Al-Zahra campus is coveredseghted white mulberries, the first spring
fruit in early April. A number of girls are havirgpicnic. One calls out to me, as she folds up
her ‘chador’ to put away:

“I am the one you should be interviewing... | got med at 15, and am now
doing art at 19. My mume-in-law has sent us all & lbach for my birthday...
Come and eat with us.”

One of the achievements of the Iranian governmentheir national higher
education programme, 65% of which is claimed bydkenstudents.

[llumination iv, Canterbury

I have noted an image in the recent catalogue efphinter whose work | have been
following in the last few years. | cannot wait teesit specifically because of the three full-
figured female nudes referencing Cézanne’s Batheaend the private view at the Greek
Cultural Centre in London only to realize that ffenting is not included in the show. | am
told nudity is not tolerated by the Cultural Cernitré_ondon.

[llumination v, Canterbury campus

Male tutor addresses me in the staff room:

“You know, your work is too comfortable, what yolosild do is make a video
of yourself reciting the Quran”.

He makes comments of this nature often,tliaks he is being culturally friendly putting
‘avant-garde’ ideas my way, taking me under hisglviBesides doubting whether his wing
might be big enough, | wonder if he would presctityat every Christian artist should video
herself/himself reading the Bible! Further, | anmmeded of the gender debate at Tehran
University in Chapter Four [Text IV], where youngemtaking it upon themselves to direct
their peers. Just because | am in Canterbury doas@an | am free from such discourses.

lllumination vi, Al-Zahra University

Two students stop me in the courtyard and askey tmight talk to me for a few minutes,
they recommend the cafeteria. | suggest thatatased because of Ramadan. They say not
everyone fasts, and that the Chancellor, Dr. Radmgawwas announced that light hot lunches
and refreshments should be available to the festalgent body. Over ‘refreshments’ of hot
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freshly prepared thick soup garnished with mint eachmelised onions, fresh bread made on
campus, cheese, and scented tea, one of the yaamgmwspeaks for both and says:

“We know that you are researching in the art depant. We are biology

students and we want to know what is the secrdteohrt students; they always
look so fresh, they are much more good looking thenmore energetic. Is it
because they do art?”

lllumination vii, Al-Zahra University

I walk up the steps with great enthusiasm, | anitélto look at the ceramics room. To my
surprise and utter disappointment | find a greymmowith several pedal wheels but no
students, no windows, and devoid of any form ofregpion and reference to the seven
millennia history and heritage of clay arts in lrdiis is confirmed by the presence of an
elderly gentleman who demonstrates no understandfitge nature and joy in clay. This

paradox haunts me, and | continue to be grippedshlyarrenness. In my subsequent visit |
take back a large hardback volume of the heritdgei@amics in the region and leave it with
Dr. Mazaheri the Dean in Applied Arts.

[llumination viii, International Conference on Art, at Tehran Museum of
Contemporary Art

Invited speaker from New York shows slides of vasiointerpretations of ‘Islamic
Landscapes’ by Western artists. A large projectippears on the screen of stunningly blue
skies, a distant dome, and a barefooted old mandonkey.

Mehri in the audience: “I am going to ask you teamsider this projection,
Islam is a civilization, this ‘landscape’ and itsglications are poorly imagined,
it is not art.

Cheers and claps from members of the audience
The speaker: “Excuse me?”

Mehri: “| am requesting that you would kindly wittadv this slide, it is offensive
to your audience, this landscape is poorly imagihes is it art?”

After the conference, the dean from Al-Zahra: “ank you. | wished to make a similar
comment and was just working it out in my head Wwhett should be in French or in English,
and then | heard your voice. Thank you for sayirigSeveral others join her in this.

My own feelings are ambiguous, | wonder why | canieave such issues to others, | am
embarrassed for questioning the speaker, and wists less intense in my conduct.
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Some months later working in the studio in Cantgrbufind a newspaper article (The
Guardian 10.08.02) in the stack of newspapers &t had time to look at. It mentions
IRAN andArt. | cut it away from the pile and put it in my dagt. Later that month on the
way to the Lake District | find it in my satchdli$ an article relating the above incident as an
interesting development in an otherwise unpromigiogtine international conference on
visual arts. The reporter puts her own spin oraturally, and links it to Iranians wishing to
distance themselves from Arabs. | wonder if theresame truth in that, the government's
stance on religion as national identity has digdrimany. As a consequence some distance
themselves racially from the Arab nations, and fiskam. Not me however, Damascus and
Cairo, amongst whose citizens | have lived, whasgulage | have learnt, and from whom |
have learnt about life, mean more to me than sooh facial and ideological boundaries.

lllumination ix, Tehran University
I meet Mr. Zargham, painting tutor, on the stairsghe lobby of the Visual Arts Department.

We exchange brief greetings. He says:

- “I wonder Mrs. Honarbin, is what you are doingse® This research is in a
way gathering... how shall | say it... intelligence.ii:iot? The British have a
history of manipulating these things?”

- “l hope that | am making a contribution to knodde Mr. Zargham, that is
what | aspire to. | am documenting human experiend®u... | myself.... Why

shouldn’t we do research? We certainly have thditiom, we owe it to

ourselves to observe and question, we could use.it

- “Can we have a copy of what you shall write?”

- “I will make every effort to make a copy availabto the archives of the
university through Dr. Sami-Azar.”

- “Why him?”

- "He is Head of Research at your university idm&? Mr. Zargham, | have
observed your painting class outdoors and have domgur studio, do you
wish to withdraw your collaborations with me?”

- “No, it was good that you saw my students paiatdoors, from nature.
Mention my website, | have a cyber gallery whesadw my students’ work.”

lllumination x, Canterbury Cathedral

I walk to the Crypt which | visit often to be stilts horizontal space reminds me of the first
movement in the second act in Beethoven’s FidélNben | am in the Crypt | come into
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terms with human scale, not having high ceilinge éeels more rooted, perhaps somewhat
contained. | am forced by this space to look haralby, sitting and reflecting. As | approach
St. Gabrielle’s Chapel with traces of Romanesaezéds, | see a huge video projection on the
left, it is Sam Taylor-Woods’s ‘Pietd’. She is ses#iting on some stone steps carrying a man
in her arms, together they form a pyramid. Theylea@ and strong, and highly focused, in a
meditative state. Only one or two points in hisyaadst in the heel, are barely outside her
support. After some three minutes he becomes \aitter and about to tremble when the
tension, or the equilibrium, of the piece demaimgsvideo to come to an end.

Last April we had Anthony Gormley’s “Rise” on thacent tiled floor of the Trinity Chapel
above the Crypt. Unfortunately it was one of tlegnis lost to fire in a warehouse in the East
End, when returned to London. | think about tramsée and art and illusion... How could an
illusion burn in fire....

[llumination xi The British Museum

| attend a ‘study day’ on Persian Antiquity at Btish Museum to find traces of women in
ancient Iranian sculpture. | meet Robin Lane Fox,Qxford Don and world authority on
Alexander of Macedonia. He later writes to me reffieing the book of our discussion: Maria
Brosius’s Women in Ancient Persia: 559-33 BC. Nwotgd after, | see him in the documentary
programme on Channel 4 ‘Charging for Alexander’isltabout him, his scholarly life, his
passion for riding, and his collaborations withv@h Stone the Hollywood film director. They
have been scripting the movie ‘Alexander’, releaisedanuary 2005. Robin Lane Fox gets a
part in the film, charging on horseback in a batttene. Their collaboration and reciprocity
reminds me that research is about the intercontieess of ideas, and that such concepts
must lie at the heart of any research. Researcla ame-man-band devoid of human
interaction and exchange would ultimately lack litya

lllumination xii, Canterbury

My studio space is vandalized! My Derrida posteputled off its nail, images of art and

drawings dear to my heart are taken off the wadl dropped into the bucket of water next to
my sacks of clay. Above all my life size drawingsldcut-outs’ from my studies of Matisse,

the Neried Monument at the British Museum, and mmn dody have disappeared. | had
arranged my drawing on the freshly cleaned floaresume work with clay. This is a violent

act and | am devastated. There are no studentg abthis last week in June, only the staff
know the newly changed code 2236.
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[llumination xiii, Tehran University Campus

Two students rush towards me and one asks: “| amngran essay on ‘Suprematism’, can
you talk to me about it? There is nothing in thedry.” | think of Kazimir Malevich. The
other young woman wants to know if | know of a bavkDamien Hirst, and whether | have
it. | feel helpless, | cannot adequately assistegibn their quests. | am reminded again of the
importance of the resources available to me at hont@anterbury: my books and videos,
libraries, and the vast wealth of museums and gadlén London. | feel for the student body
in Iran who face such serious lack of resources.

I shall stop at xiii, it is a wonderful number tocewith, it demonstrates the spiral nature of
knowledge.
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Chapter Five: Video Installations

Considering the interrelationships between humarpee@nce and spatio-temporal

orientations have been at the centre of my idedswethodologies. As illustrated in Chapter
Three, the body and its fluid language of form, 9bgl and metaphysical, have formed an
essential part of my 3D enquiries in the studidsThapter introduces my video installations
as extensions of the same philosophical perspactiveellectual curiosity and enquiries

exploring the interiors of a mindscape. Having tldexonstructed the landscapes of my
psycho-geographies, | have responded to reflexitveographies, considered myself a source
and instrument of data, and employed new toolsréate specific visual diaries through

visual ethnography (Rose 2001).

This Chapter contains two approximately 4 minute O3V entitled ‘My feet’, and
‘Deconstructing Alien Geography’. These visual aliagdons document, consider spatially,
and digitally draw the private, and the urban dogjpces around my body on the one hand,
and reference my sensory sensibilities regardingsouptures on the other. Digitally shot,
visually re-considered/ordered/edited, and offeledcommunicate meaning, these videos
further respond to the dimensions of the reseatehrs Canterbury and in Tehran. They are
thus at once methodologies and outcomes.

Although executed in response to the research iquesthese videos have been a surprise to
me. This is because the psychic strength of the demonstrates how visually and in relation
to physical landscapes, sounds, and the qualitieshan life, | am psychologically bound to
the culture of my upbringing. Although | have livesvay from these landscapes and this
culture for most of my life, | profoundly share amehderstand the participants’ spatio-
temporal contexts. What | have visually analysethen movements of ‘My Feet’ and in my
observation of the public and urban spaces in Tehrghave seen in their actions and
behaviours, going to the studios, discussing attiénstudios and engaging with art education.
The interpretations for these videos, however, cabe limited by a handful of words here.
These are visual texts and they must be underd$teedf words, in a non-verbal world. The
two projections work best, in my view, when seerthia same hall/room but at a distance of
at least ten metres apart opposite one another .

‘My Feet’ was shot in Canterbury and completed in Decemb@8 2n time to be installed as

part of ‘The Archaeology of Self’ in January 2004ttze Iranian Artists’ Forum. Whilst the

video engages with reflexive ethnographies and pgrezesses of self-observation in the
private space of the studio, it unveils a mindsaag#icating the participants, and the archaic
landscapes in Iran. The wandering nude foot is quesst, a journey towards self-realization,
locating light. This is key in understanding thecas from Tehran on their quests, expressing
their identities through art. The processes ofirglihave further revealed the ethnographic
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data to possess and depict a hypnotic mental rhyttimough the ritualistic pulse and
movement of the feet, and the traces of sounds.efigaging and disengaging dancing feet
are reminiscent of the movements in the ceramitpaes. The ‘four cells’ in each sequence
reference ‘motivic cells’ in the synthesis of fuguevhere ‘layering’ provides interrelated
structures. The work further implies psycho-geofgrap which are at once illusions and true;
the video thus makes ambiguous and ambivalentdtiens of documentary and fiction.

‘Deconstructing Alien Geography’ creates a symmetry with the above, observing my
movements in the urban, public, and social spatd®hran. It at once discusses myself, as
well as qualities about Tehran. The emphasis orldidity of space, and the proximity and
closeness of that space to the camera is maddicigmiby the screeching approaching bus,
as it punctuates space, and time. The bus refleetsultural markings, the urban architecture,
on its side, suggesting a metaphor for the bodwp a#te for experiencing and registering
culture. The camera lens is used to meditate afiecteon particular landscapes such as
mountains, water, and trees referencing my childhevironment and its elements, as well
as the soundscapes of contemporary Tehran. Tlee fathctuates the visual. Thus the video
explores cycles and rhythms in sound and image.nttiens of inner and outer, light and
texture, and above all the centrality of women enwintains as structural elements resonate
with the ceramic installation.

‘Deconstructing Alien Geography’ was shot in Tehm February 1 2004, and has been
shown to a number of audiences in research corfesethe Students’ Union at CCCU, and
in a major solo show of my ceramic and video ingti@ins at The Goods Shed in Canterbury.
I believe, however, that its potential as a shadeo connects well with the selection of
videos on view in London in December 2004. The fleurPrize 2004’ at Tate Britain, and
‘Time Zones’ at Tate Modern created a visual forainthe centre of which the very same
issues of other spaces and other existences wéte lloeations and peoples from Mexico
City, villages in Turkey, Albania, Israel, Japarex@s, and Holland, etc. entered our world
enriching our experiences about perceptions and wapeing. Films and videos such as the
above, and mine, create a space where one mightawe boundaries and difference, and
become part of the bigger world and its fluid egeiifyonly for a moment. In blurring the
boundaries of documentary and fiction one mightobez a visual collaborator, and observe
how the worlds of art, science, and research thtes-imingle creating new exciting visual
knowledge.

The videos are the subject of my paper at the Usityeof Guanajuato in Mexico in June
2005, where as an invited speaker | shall disdums tas visual histories, and reflexivity and
representation in interdisciplinary research. Theall be shown at the newly renovated
museum of ‘El Quijote’ subsequently, interjectedhaa gallery talk by myself and a rotating
projection of images of my ceramic sculptures dredsite of research in Tehran.
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Technically, | have considered the processes ofingakese videos part of the researcher’s
learning curve discussed in Chapter Two. The gglitthe speed of the selected shots, the
arrangements of the sequences, repetitions, inttmeuof new sound, and the frequency of
the original sounds used, are entirely my own desighout any assistance. | have however,
employed professional technicians to convert myi taipes into ‘time-coded VCRS’ in order
to observe the shots ‘frame by frame’, and to neieropriate and precise ‘cuts’ in each set
of 25 frames. These selected shots have then beeed and proofed by myself, rendered,
and authored into DVDs in my presence by my techng In the case of ‘My Feet’ | have
asked for assistance in the footage | was nottatdboot myself.
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cds

CD and DVD:

‘My Feet’

CD and DVD:

‘Deconstructing Alien Geography’
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Chapter Six: Images from Tehran

Visuality forms the core of this chapter, offerikgowledge, meaning, and a purely visual
document in the development of art education inrdiehThe aim of the chapter is to engage
the reader in the researcher’s visual encountet®hbservations, which project aspects of the
site of research, its participants, and their Bne significance of this chapter is twofold, on
the one hand it offers a vital contemporary visadiology and imagery from Iran related to
scholarship, and unrelated to the tradition of &ty work on Iran which is almost always
about the distant past. And on the other, it forensspecifically collaborative thesis
interrelating the researcher and the researchednstructing visual texts. These are as much
about the mindscape behind the camera lens, arefdhe part of ‘The Archaeology of Self’,
as they are about the mindscapes of the partigpantehran. Images from the 2D studios at
Al-Zahra University for example demonstrate theegmation of the researcher and the
researched as active participants, collaboratingainstructing meaning in mutual spaces.
What they have constructed on their ‘canvasesiratern reconstructed into images to report
to a wider world. This form of reciprocity is reagged as new ethnography arising from new
visual sociology and documentary photography (FP20K4, Harper 1998, Chaplin 1994).
Thus the photographic act creates sociologicastext

The chapter then, is a visual document explorirsgali contexts, through the shared global
language of no words and seen phenomena (Jenk3. W88st the images of the students,
the campuses, the studios, buildings, urban andalsspaces demystify the nature of
existences, and being at large in Muslim Tehraay fhossess spatio-temporal significance
presenting contemporary or modern knowledge ahtmécs of the globe (Rose 2001).

This chapter is in the form of a CD in PowerPoid0@ format, containing four photo essays.
They are as follows:

Al-Zahra University, and images related in Texénd Il|
Activities in the Lobby, the gallery, and 2D and 8tdios at Tehran University
Tutors in their studios and ateliers

Samples of llluminated Manuscripts Depicting Textsl Spaces
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CD:

‘Photographic images from Tehran’
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Chapter Seven: Reflections

Introduction

The continuum of ideas, practices, and procedurethis study have made for a vibrant,
challenging, and emotional adventure into spacesgreht complexity, simplicity, and
intellectual charge. | have experienced and obsesteiggles and triumphs on my journey,
and have engaged with the lives and minds of othsrellow travellers. | am marked by
them, and by the experiences this adventure hasedff and shall continue to reflect on the
ongoing dialogue | have started with Iran presemtethis thesis. | have sought to exercise
sociological imagination in projecting the livedpexiences of my fellow travellers engaging
with a paradigm of personal and collective histoneghich are ongoing, implicate my own,
and more significantly register those of my felltravellers’. To exercise closure, or to arrive
at an absolute and concrete conclusive statememit dhe aspirations and hopes of the
participants, art educational processes, and thenimg of identity will be contrary to my
perceptions and methodologies. Our search, and am¢ and learning shall continue. The
findings from this study, selections of data or ¥iews of the participants and my videos, are
the subjects of two papers at Guanajuato Univeesity ‘El Quijote’ museum in Mexico in
June 2005, and at an international forum on conteamy Iranian art at Oxford University in
July 2005. Whilst work in progress, my new videdé8t Lips’, and investigations in clay
engage and feed my imagination in the studio ptisehe invitation for a book proposal for
I.B. Tauris will instigate new enquiries into theds of young women in Iran. | have no doubt
that this thesis shall make a contribution to auiridiscourses in Iranian Studies, generating
new interest and research possibilities for myseifl for others in the field. Thus,
interdisciplinarity, and qualitative Interculturiaternational research offer inspiring prospects
for future learning.

In this chapter | shall first recall the structaned the elements of my argument in response to
the research questions. Secondly, | shall contiowngage with the idea of space, and invite
my reader to step into a new marginal and extespate away from the site of art education,
in the interiors of Tehran taxis, to attend to ithaal histories in order to reveal more of the
bigger picture in society. And thirdly, | shall et my reader to the site of art education and
reflect on the views of Dr. Javadi, theoreticiam,tator, and member of the academic council
from Tehran University, and Mr. Karim Khan Zandagticing artist, atelier owner, and
sessional tutor from Al-Zahra University (previousieen in Chapter Four, Text V). | shall
thus create an opportunity for the continued carsiton and cross-examination of the
perspectives discussed in this thesis, and my ctoment to my adopted tools of
deconstruction and différance.
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The structure for my argument

In Chapters One and Two, | present a case for thdysand analyse the means for
implementing it. | set the scene historically, iflathe site and area of enquiry, discuss ‘The
Archaeology of Self’, and my plan of the interd@aiary, multi-media thesis. Whilst Chapter
One contextualises the study of art education arareand Al-Zahra Universities, Chapters
Two and Three deconstruct my philosophical and eptual framework, and the structures |
have employed to attend to the processes of réséardehran and in Canterbury. Thus
opportunities for intercultural collaboration withe country of my birth, contribution to new
knowledge through international education and dlalbdiscourses, and the exploration of
the interrelationship of those discourses to tleatities of the participants have been created.
Further, the cultural/historical element in art ashekign research has facilitated a crucial
framework for my studio based enquiries to unitehwiny enquiries in social science
illuminating personal and collective existencesef@wming perceived boundaries between
these research disciplines has caused theoriedjodwbgies and outcomes to work
simultaneously and in continuums.

My choice of ethnographic tools has allowed merttically enquire, create reflexive spaces
to analyse the responses to my enquiries and aiigmrg, have a personal voice and to
collaborate with Tehran. This personal voice isated both in the written text, and in my
installations of ceramics and videos, illuminatiagpects of my multi-identitied cultural
perceptions whilst also recognizing the particiganbllective and individual identities. The
Derridean notions of deconstruction and différarttave been particularly pertinent
instruments to search and contemplate layers awkdrin knowledge spatio-temporally,
illuminating the origins and cycles in events arteqomena. As a consequence, | have
created texts and spaces to include multiple petises in a constructed architectural space,
and in order to manage and reconstruct the paatitg) lived experiences and histories. Thus
the interrelationships of ethnographic texts and sinifts in socio-political orientations,
significant critical incidents and identities, aadtonomy and agency to resist power, have
been related. These processes have at once creetieadologies and outcomes.

The multi-media thesis

The thesis presents the staffing and curriculunciires, Text |, at Tehran University, which
provide a template for state university art edweain the Islamic Republic. The academic
and administrative councils emerge as the goveramg decision making bodies at both
Tehran and Al-Zahra campuses. These structuresfiuenced by the 1979 Revolution and
the change of regime. This has created profoundlaodecal polarities in perceptions,
affecting tutors’ status and curricula design. Asoasequence interior and exterior spaces
have emerged influencing private and public behagion art and in society. However, the
thesis demonstrates how the tutors and studenifgboohte and create autonomous spaces
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where art training continues to evolve. The criéiggessions with Mr. Vakili in Text I, and
with Mrs. Mohassess in Text Ill, the life classTiext 1V, and the atelier system, and the
efforts of Tehran Museum of Contemporary Art in T&x take us to these collaborative
interiors and their variety, and show how art etiocais thriving in Iran. Interestingly it is
the experiences of the female student body fronZakira University which prompt and
express gendered characteristics visually, thrquaghting and drawing the nude. In contrast,
Tehran University students engage more frequenitly public and ‘conceptual’ art. Whilst
the studio interiors of the latter allow for arscburses to be carried out freely (Mr. Daresh’s
political statements in Text I, and Texts |, ant, Ifuller expressions of art practices in
public spaces are at times sanctioned by the Haeratisc guardians (Text I).

Text IV demonstrates the fluidity in identities dligh intellectual presences. The life class
manifests itself as a lively and multi-identitiechda multi-cultural demimonde, where
partnership and autonomy structure behaviours. A$teoora street vigil in the same text
echoes such qualities in behaviours in a mid-toetghbourhood. It also demonstrates how
religion and tradition are significant elementdramian culture and national identity, and how
both are claimed and implemented by people accgitdirtheir’ interpretations, resisting the
contemporary governmentally manufactured ideoldiyidzased interpretations. Conflicts in
vision and perception are thus clarified. Furtmeféext IV, the personal and collective voices
of seven women and one man create a paradigm doadispng, consolidating, and
projecting a critical discourse and intellectuartty which is at once local and global. My
voice in this thesis, whether through my writingramic sculptures or videos manifest my
membership of this paradigm. Thus the participan®&hran and Canterbury, each according
to their art training, personal histories and sp&mporal contexts, critically analyse and
address issues. The societal shortcomings, theersigptions of the country’s governing
bodies, the misinformation of the outside world @b®uslim women, and the profound
disinformation and costly opportunism of the wosldiominant political and economic
powers and discourses are thus examined. Theipartts demonstrate astounding degrees of
consciousness and determination striving to adteuinulti-identities which are at once tacit
and fluid. They shape ideas, structure lives, amusituct worlds which best express their
hopes and aspirations from personal, national giotehl perspectives.

The thesis demonstrates how the participants sharglobal discourse of world art, and how
they view the heritage of world art as their own @mgage with it. It emerges that except for
nudity and eroticism, Eastern and Western bounslamieisual culture are blurred at the site
of research, and continuity in world cultural hagié and history is maintained and worked
with. Further, the discussion of ‘Theory’ is takieighly seriously at the research site; Texts
I, lll, V, and Shiva Sadegh-Zadeh in Text |, areamples of both the complexity of art

history taught and learnt, and the success oftidest body in remaining deeply rooted in
the Iranian cultural sensibilities and iconograpfihis is despite the lack of adequate
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resources. The participants, including myself,intsively seek and pursue both Western and
Eastern art heritage and discourses to expressamuhunicate ideas.

Moving spaces, the taxi drivers’ text

Tehran is a large and crowded capital city, notkenMexico city, Cairo, or Athens. It lies at
the foot of the Alborz mountain range which offgrassibilities for hiking, skiing, and
outdoor eating. There are numerous and well usddspa Tehran, where amidst the chaos
and the hustle and bustle of a big city, uniforngaddeners attend to trees and flower beds
with great care. There are tens of cultural centresre the arts are performed and viewed.
Tehran is complex but not particularly cosmopolithaccommodates a variety of life styles
from the economically vulnerable, basic and modesthe traditional and the highly avant-
garde. It struggles with serious traffic and patintproblems; | have witnessed, experienced,
and performed my part within its ungainly saga.véting in this traffic, weaving through
urban and social spaces in the heart of society tbe bigger context for the study. My video
‘Deconstructing Alien Geography’ in Chapter Fiveferences qualities of this public space.

The interiors of taxis posit cultures in a spacevieen spaces, a gap or a non-place, departed
from one point and not yet arrived at the otherisTi a movable cultural and intellectual
feast for the ethnographer, it offers oral hist®réand critical/analytical views. | shall recall
three extracts from my research diary to illuminddese cultures on the move, touching on
the aspirations of fellow humans, and the educatiosights from under the ‘chador’. | shall
offer the remaining two extracts from the taxi érs/ text inAppendix Twelve.

November 16th 2002, Taxi driver the poet, orange ia hailed down in the street; on the

journey from Tehran Bazar to Tehran University

“| see you are carrying a tape-recorder. Are yowally recording? Are you a
journalist? ... Right, right...I see, a researcher... Amgu recording me
now?...Is your machine on? Who are you researchirigj\féhat, a doctorate in
art education from a British institution?.... Are yeure that is wise? A British
University....! How interesting...an Iranian woman rasshing for the

British...imagine that!l... Be careful, the British hagehistory of colonialism,
don’t add to their bank of ‘information’.... Of cowsof course, ‘knowledge’ is
important.... | suppose what | mean is that they kneWat to do with

knowledge...they allocate budgets to collecting ‘kiexige’.... But tell me this:

what good is recording the sounds of taxis and rbdtes in the middle of the
Bazar to research? How does that work? ... Oh ljgseexperimenting with the
new tape-recorder you just bought... Record sound®wp, at least there is
less pollution up-town.... Imagine it,... recording s@nds of the Bazar!
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“Can | ask you something? Can | send a messadpe td/est? Will you tell them
this? Will you tell them that the poet says:

‘I am the eagle... | am the eagle sitting on the heafl... | am the eagle.
My wing is injured! My wing is injured today... Anddm sitting on the
barn wall! Oh you beautiful owl, you have your bHa®h you beautiful

owl you are safe in your barn! But | am the eagla] this barn is not my
place of flight! | am the eagle; | fly the greate$theights!.... It is just

today that | am sitting on the barn wall... | am #eagle and my wing is
injured today.’

Will you tell them about the poet?”

January 8th 2004, Taxi driver Mr. Agheeli, private taxi called by phone; the journey to
the Iranian Artists’ Forum

“| see you are heading for the gallery, are thésegs you have just collected
paintings? Oh prints.... So large...are you some kirattist then... | am asking
because | am interested in the arts. | have neagiah opportunity to study it or
anything, but...well | make models of aeroplanes...lIWased to make them.
In fact you might say | was good at it becausesaaech institution got wind of
it and bought the whole lot.... | believe they havada a permanent collection
of them in their company. They were very interesteahy ideas. They asked me
if I was an inventor! You see | would look at lat$ pictures of planes in
technical periodicals and based on what | had s&euld make them in 3D...
Sometimes | would juxtapose parts according to rmp ntuition to see what
the new finished piece might look like. You seerehlly enjoyed crafting
them...making them smooth and beautiful. | feel Ildduave done something
more concrete with my ideas, but when you do nettibe right qualifications
it is very difficult to get a decent job in the adynamics department in the
manufacturing industry. | was good at drawing ahiéd you see... so it stayed
with me. | still make things because | am retiredvnwell | say | am retired, but
this taxi job helps me to supplement my income...Véhawo children at
university... In fact you might know one of them, tHees music at Tehran
university in the Faculty of Fine Arts...

“This business of retirement is a joke, the costlighg is so high that no
retirement benefit could stretch enough to coveisioAt any rate my lady wife
would not like me around the house all the timelt#¢ moment | am working
on a large bird. | am carving it in walnut. | amher stuck, the neck...it is vital
that the neck is long...but | am afraid the wood rigieak.... Really? The neck
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could be in several parts? Thank you...I will looksatme art books, there must
be art books in the library. | can easily go to thmeversity quarter where all
those book shops are..... You said ‘Modern Art'? Yed| write it down.

“So when is your exhibition? Is it possible for pesuch as me to come to the
gallery? | would like to see what your sculptures bke! Galleries are not the
kind of places | visit normally, but | am interegteow...thank you for inviting
me, | shall come.

“Incidentally, what do you think about the...excuse.nthe nudity and immoral
programmes on television in the West? Now that weehsatellite television
channels, our children are in danger of losingrttradition....What do parents
think about these things over there? Do they hawyenaeans of protecting their
children? They must have traditions...values.”

November 9th 2002, Communal route taxi towards Telan University; these
accommodate five passengers and travel on specifautes

Taxi driver to man getting in: “I stopped for youtlyou did not see me! | was
holding up the traffic for you! You've got to jump quickly, life is fast!”

“No, | was not sure whether you were stopping dr..mgou were edging

forward. As a matter of fact | have just returnexhf that eye hospital just
up the road! | am due for an operation. | normaliwve myself to my

factory outside Tehran early morning. But todaytha hour, | thought it

would be quicker if | caught these ‘route commutaais’.... They want

to charge me extra for putting me in a private itakped, but | have been
paying my insurance contributions for the lasttjhiyears and | am
damned if | pay a penny more!....It has now comehts.t.they want to

sell you the same hospital bed you are entitlemhtaway! They call this a
new scheme to upgrade treatment! Now, if there m@san upgrading
system, | would be entitled to the same standémelg are going to charge
me extra for! Would | not? There is no law, thesenothing in this

country.”

Two lady passengers sitting in the back are in emsation with each other.
They are wearing at least two layers of coveringttgir heads, a black head
scarf and a chador over it. They appear to betioadi and devout in the way
they are dressed, they are also extremely arteeulstte says to the other:

“No | think you are mistaken mother, she is goingdo a degree in
tourism now. She was going to do ...what did you itall? ...a degree in
‘trade insurance’ before, but she has changed hed.nShe thinks
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anything to do with insurance will ultimately bewarld of desks and
telephones, where tourism might actually have sotnavelling
involved.... Trade insurance.... Can you believe it..uyman do any
degree you wish these days! A degree in trade amsar.. it is
marvellous really!”

The front passenger’s mobile rings ....he proceedgv® a detailed account of
the hospital upgrade to someone!

| get off to catch the next communal taxi suitatdemy route, towards west
Tehran, the university campus.

The two ladies in the back of the taxi make mekltl@ibout ‘tradition and modernity’ for some
time. Who is to say which is whic?

Interview with Dr. Javadi *® from Tehran University

“Islamic thought has many definitions and interpteins regarding the arts,
society, economy, politics, etc.; the outlook, heere is always from a critical

political perspective. What is pure Islam and whabheans, what is Islamic art
and what it means, what is Islamic dress and whaigans, and what is an
Islamic society and what it means are problems @edirio solve. It has become
clear in practice, that as a society we have taadlgt experience these
processes.... This is the first experience of anmiglaGovernment in our

country, and Islamic intellectuals have differeatdings of religiod? At the

2| remember my home as a five-year-old. Upstdiese was an elegant room where cut velvet, low,
1920s style furniture, lace curtains and framedilfamphotos and fine ornaments existed next to a
balcony where tomatoes were being dried, picklesevieing made and stored, and a crop of sour
grapes hung to dry in the sun. Next door, my eltesther practised Persian classical music on his
violin, and on the steps onto the upper floor, mgidie brother constantly fixed the ball-bearingsis
roller skates and made little lanterns to hang dmsokites which he flew in summer nights. Down
below, my grandmother would be sitting on the fleourmuring verses from the Quran while my
father fed us with Persian cakes and Armenian dalarhen suddenly when | was eight, the whole of
the upstairs changed into a room with angular danky armchairs on simple legs, dark blue curtains
with jazzy bright red and yellow Cubist abstraatnfis, and new multi-coloured large crystal vases. As
a child I didn't know what was modern and what wag§ and the same goes today.

“3Dr. Javadi wears her black chador over an ofteefally chosen headscarf and ‘roopoosh’.

*4 These different readings have caused great ldsgke ‘cleansing’ processes from the outset of the

revolution with little or no sense of accountalilit
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moment the ones who make the decisions are inréisagent with one another.
The religious left wants more freedom, liberatiomdaawareness. It is not
possible to close people’s eyes in the name ofjioglj it is unacceptable, we
must find answers for our youth and for our womBnt this struggle is still

young. The practices of the Islamic governmentti@aearly because of the
global political conditions, must be progressivel aevelop with the culture of
contemporary thought. But locally it is operated antraditional basis and
foundation.

“What we had imagined in an Islamic government9@9 and until the death of
Imam Khomeini in 1989 was totally different. He was upright human being
and a potent leader. He provided strong leaderstgpyas an inspiration. Think
about the way a handful of students occupied theraan embassy in Tehran
without bloodshed, and think about the conflictd ABltoodshed around the world
now, the Basques, the Irish, the Palestinian questind Afghanistan. The war
with Iraq (1980-1988) was imposed on us, Sadaanséinsvas armed by the
west and attacked our borders, and devastatedadlective strength. In those
eight years what should have been spent on dewgjapir country was spent on
the war. The destruction was unbearable. But sadiii the war we have

regressed. The transition in thought that hadesfanith the Revolution of 1979
was, unfortunately, stopped in its tracks. Prediddmatami is an enlightened
cleric and fights this regression but he remairtdesic! Our President and his
Parliament had a clear majority in 1997, 80% ofuibies, but in effect they have
no power. Our youth are tired of religious ideolpfiey want a government, a
democratic government!

“In those early years women leapt forward by desadeich more so than men.
Hejab or dress codes for women is imposed on wonvhiist it is mandatory
that it should remain a matter of choice. This ladkchoice is not in the
country’s interest. Unfortunately men in our sogietive regressed and impose
their ideology on women in the name of religionislttaughable to even think
that if one’s hair is not covered one is destined ‘hell’, these laws are
interpreted and created by men. We should talk tabfoer aesthetics of our
religion. One of my most important teachers, wheras at high school, was my
RE teacher...she had the shortest of skirts...butllirstnember her powerful
teachings.”
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Extract from an interview with Iraj Karim Khan Zand , sessional tutor at
Al-Zahra University

“I create images, | create sculptures and objéaeate them to sit in space, to
interact with space, to interact with human beifgss is what | do, this is my
identity. It is what | am giving my life to. My iaity is the air | breath in the
studio.

“The students, in my view, those who are eager sedrch, looking and

struggling to find answers through their art, wesingee that, that is their
identity. The processes that help them articulatgr tthoughts, that is their

identity. | don’t believe we can teach our studementity’, nor can we ask

them to look for it in the ‘motif’ of our antiquitylt is there in them. It grows in

them, or at least it should do, and we should tte#m... | am helped by poetry,
our language and its idioms and its subtleties, itsntonography in our heads.
All this is in the air | breath: my poetry, my large, my sense of place, all of
it. Now if people, here or in the West, or wheregkse in the world are ignorant
of these things it does not mean | am ignorant too.

The participants in the this study regard themsehe free-minded thinking individuals who
wish to negotiate the meanings of art, identityfura, justice, religion, tradition, language,
etc. They wish to celebrate their cultural heritaghether Muslim or otherwise, according to
their personal perceptions and intellectual trajees. The vision of the Islamic Republic
focuses primarily and predominantly on promoting #ixcellence of Islam based on the
interpretations of the clergy, and the limitaticofstheir understandings. These are not and
cannot be accepted as absolute by the nation whicea®, and demand, autonomous or
progressive interpretations. Although the collestidentity of a nation involves language,
cultural heritage, political history, geographidcaundaries, religion, and tradition, a one-
dimensional address of any of these elements itifthef a nation will prove problematic.
Religion cannot be the instrument with which thetestrules its citizens; it cannot be used as
the tool to impose identities.

As for the art students in Tehran, they are exptsdide dynamic and complex inner world of
ideas, imagination, perception, and self-searchis Th a sensory path of transcendence,
reflection, and light. It discusses interspacesen@lone might simultaneously belong and be
in exile. This is an inner revolution, it is a qumarch of self-realisation.
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Appendix 1

Appendix 1: Dress codes as cultural signifiers

Prior to his return to Iran from exile in early B7Ayatollah Khomeini had given his word
that secular life would continue, and religious $amould not be imposed on Iranians. Within
a year of the 1979 Revolution however, interpretegiof ‘Islamic law’ replaced civil laws
regarding women as the new realities of life. Qmehgeality is the Islamic dress code which
women must observe in public by law. Although tisisconsidered a minor issue by many
who face greater socio-economic and socio-politiabships, a great number of women in
Iran find such laws an imposition on their persondlerties. The most favoured
interpretations of this dress code by the Islanaidliners in the regime, including women, is
the black chador or wrap which is worn over a vegltured headscarf, coat and trousers.
Versions of this are observed by many governmestgbloyees simply to keep their jobs.
Within the last decade, however, other interpretetiare frequently adopted by women
according to age, class, education, income, rdlityio residential location, and familial
traditions. In order to acquaint the reader wiftagour of such dimensions in interpreting the
dress code, | present observational notes from esgarch diary at Tehran Museum of
Contemporary Art whilst waiting to be seen by iisebtor.

March 15, 2002

The junior administrator, and the personal asdidtathe director have several
desks, telephones, computers, book shelves eta.]Jarge room/hallway which
could also be described as a large and smart resemtea with Bauhaus style
black leather low furniture. These ladies wear rtheiten dark coloured
headscarves, black, brown, navy etc., centrallggdaand well secured under
the chin with a pin. They do not show any hair abtheir foreheads, and have
absolutely no make-up on. They wear simple, lomffJealength, ‘roopoosh’ or
overall coats often with matching trousers. Thesemostly mass-produced in
heavier mixed fabrics which might be slightly stayc These two ladies are
‘front of the house’ in the senior management aa@a, their status requires that
they adhere to the expected dress codes in full. HA in particular seems to
have great authority, evident in the polite andagldut firm, manner of her
speech. There is a sense of urgency in her actionsher several phones ring
constantly. She obviously manages the Directogasydand time. She is fluent in
English, and highly analytical on art and socioipz! issues. She was an art
student at the time of the revolution studying @anado not believe she has got
used to the dress codes.

In one of the side rooms there is a young lady atmasionally comes out with
a fax or an emailed message; she seems to know foaign languages too.
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She is in a long black roopoosh which is highlylesty and waisted; the cut is
well considered and interesting. One knows immetliathat this lady’'s
roopoosh is fashioned and not at all ordinary. Masng lady’s hair, under a
wrapped rather than ‘clipped under the chin’ blaeldscarf, is curly and big. It
pushes out in ringlets here and there. Her styestk blue jeans almost cover
her soft flat shoes and one feels a sense of teeleoad well-pampered youthful
presence.

The tea lady is also in a black headscarf, trouserd well worn slightly
crumpled up cotton roopoosh, but this is more kkavorking uniform. The
headscarf is worn with a casual air, and it dodssaem to matter. The creases
in the tea lady’s roopoosh are very different te soft creases in the linen coat
of the previous lady. It is quite possible that tha lady comes to work wearing
a ‘chador’ or the black overall wrap, over her rooph and removes her chador
during the working hours. The tea lady seems olasgnif not curious, about
who she serves the tea to; she carries her teavithysuch deftness and pride
you would think she was Cleopatra attending to Anth with life saving
refreshments. She is generous and offers one adegass of freshly brewed
scented tea. Obviously, these last two ladies aréfnont of the house’ people,
and consequently can afford to appear less austéneir clothes and manners.

A Miss Mahdavi comes in from the National HeritaGentre, or ‘Markazeh
Miraaseh Farhanggi’, located in the next block. 8he a couple of invitations
for the private view of the major show on Iraniarodarnist painters Mr.
Arabshahi, and Mr. Zendeh Rudi. She is dressed \snyilarly to the
administrators, but is not as careful in her vaoe language. For example she
casually addresses me and asks me if | have atatiovi to the show already,
because she can bring me one!

Some time passes and a lady comes in to ask fa teohnicians, she is talking
into the mouth piece of her mobile phone. She & light cinnamon colour linen
trouser suit fitted at the waist, the jacket fatisabout ten centimetres or three
inches above her knee. Her headscarf, perhapfwsaly woven soft linen/silk
mix, is a radiant apricot cream. It lightly resteeo her head with most of her
hair visible, each end of the headscarf crossimg ®@sely well below her chin
falling over her shoulders to the back. Her nedk laill view. Her eyes and face
are fully but carefully and subtly made up, appledif on a delicate painting,
the colours almost matches her clothes. She isutaor working with the two
modernist painters one of whom lives in Paris. Bh&so an art tutor at Honar
University and a practicing painter/installatiotistr
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About the same time an older lady walks in. Shkstaind laughs freely and is
greeted by everyone warmly. She is a well knowinaArmenian art critic. She
could be walking on the left bank in Paris. She nweabrightly multi-coloured
silk headscarf, cream short coat over casual treused nylons. Several male
members of the senior management team, some of dnists from the 1970s,
rush out to greet her and they all disappear tditpeonference room to discuss
the opening of the show, much laughter and plesasardre exchanged.

The interpretations of the dress codes for higle#ime women in uptown Tehran
are highly fluid; one notices the conspicuous satostance of these fluid
interpretations matching any rich society with athaut the headscarf.
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Appendix 2: Example of one week’s research diary

Saturday November 9th 2002

Tehran University, Sculpture Studio: Mr. Daresltéssion, Tehran University, 9-11am
Sculpture Studio: Mr. Hokama’s students, Tehranvesity, 1-2pm

Meeting with two 3rd year sculptors, Elahe Hassas $hirin Shamat-pour appointed by Mr.
Daresh to me, in relation to their request of & &ald slides of my own work, 2-3.30pm. |
combine this talk with the slides | have taken tehifan of Picasso’s contribution to the
ceramic arts and its influences on the developroemy own work. | also show Giacometti.

Sunday November 10th 2002, Tehran University

Dr. Moghadam’s class. He tells me that studentsaar@y on projects. He sends me to Dr.
Goodarzi’s class

Dr. Goodarzi's class 9.30-11.30 am, this was ai@es$s graphic design, for the cover design
of books.

The bench in front of the Visual Arts Lobby, Tehtadniversity. 11.30-12am.

This is a ‘space’ where students mingle, and lbisformal conversations take place. This is
also the space where | had the conversation witests who wished to know more on
gender issues currently discussed in the West 1303#n

Being available on this bench has given me an dppity to participate in the university
lives of the students. This is the space wherenteredly | conducted my recorded interviews
in front of the staff. This is also the space whHereMoghadam, the new Head of Visual Arts
at Tehran University was addressed by the studenggve his written consent to my first
slide aided talk in the Department. He did, budtflooked into my eyes and said: “Anything
problematic in them?” To which | replied “No.” Weth knew that we were talking about
‘nudity and erotic art’ which are not toleratedtive Islamic Republic of Iran. But this does
not mean they do not exist.

A regular visitor was Mojtaba, a lively, intelligeand confident young man who is in his first
year majoring in Painting. He often stops me towsiee bits of work from his portfolio, all
of which are more to do with ‘graphics’ rather thaintings. He has published some of them
in Italy and Japan. He is the student who askedmigr. Javadi's class, how to be scientific
about painting. | lend him a copy of David Shuttsent catalogue. He looked at it, every
page, and then lifted his finger in the air animgti‘Perspective”.
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Lunch at the canteen, women only except for theesser Amazing space, amazing hot food,
amazingly subsidised. | realise this is a ‘privad@d intimate space just for women, but |
realise that it disturbs me profoundly. | haveidiifty coping with this ‘imposed privacy’.

Mr. Motabar’s Atelier, North Tehran, 6pm onward. &k about Euan Uglow. Mr. Motabar
can be visited on Sundays and Thursdays in thenafte, 4 pm onwards. There are many
students drawing.

Monday November 11th 2002

Al-Zahra University, Meeting with Dr. Shad and tinghappy PhD student who says she does
not get any supervision 10-12am

Short time in the small library for the plasticsaat Al-Zahra, the Faculty of Fine Arts’ library
at Tehran University is much more substantial; tuerch at the Tutors Canteen watching the
‘men of cloth’, the clerics.

Al-Zahra University, the Dean Dr. Mazaheri’s seasim Byzantine art, all afternoon
Tuesday November 12th 2002

I am not expected anywhere this morning, so | sghree hours putting my notes onto my
laptop.

Visit the Cinema Museum on my way down town to BehContemporary Museum of Arts

Meeting with Dr. Sami-Azar, Director of Tehran Muse of Contemporary Arts to discuss
‘public art’ and the Museum’s activity and possildiiow photographs of my work. My
appointment is at 3, but he does not see me pind | spent 20 minutes with him and give
him a copy of my proposal and a short summery cdtwinave collected in the way of data.
He listens with interest, and gives permission to BAahi, head of public relations, to give an
interview about the museum’s activities. Just befoleave | ask him if | might show him a
few images of my work. He points to the large cosrfiee table and says “would you mind
setting them out”. He goes to his desk and speakfi® phone, he returns and looks at the
images. He picks one up, | tell him that they wooédsuspended with very fine fishing line.
His eyes light up. He asks me if | follow the waakcertain Italian sculptor. | say that
unfortunately | am not familiar with that artistetasks me how many | would hang in my
installation, | say between 30 and 40. He saysittwatuld look really great and that | should
choose one the affiliated galleries to the musendchheld a show in Tehran. He says “Invite
me to it and | will come”. | am dizzy with excitemig collect my photos and thank him and
before he changes his mind, say goodbye. Justébéfexit his office area, he calls to his,
personal assistant Mrs. Forooghi and says “Tell lsimael-Nia to assist Mrs. Holliday to
hold a show in Tehran”.
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| stay at the museum afterwards looking at amy hbt to think how | would do the show, |
feel overwhelmed. Around a quarter past five |isgathat | am hard pushed to find a taxi
because it is time to break fast (the lunar momtind the month of fast, Ramadan). | ask an
artist currently showing computer/digital art a¢ tiNew Art” exhibition whether | might be
able to get some food at the museum at this haagdband cheese and tea. He tells me to
wait for a few minutes. He returns and says thatdeefixed it with Mrs. Forooghi, personal
assistant. to Dr. Sami-Azar, that | should stathag guest. | am rather shocked, but | think it
is fantastic and generous. The colours and aromay @hildhood memories of ‘fasting’ and
‘breaking fast’ pass through my mind. | feel qusteaken with emotion. At 5.30 pm. | join the
senior management table in the canteen where tmeaarof Persian cuisine is intoxicating,
but it is the memories that dazzle my mind. Mrstdéghi welcomes me with great openness
and smiles. | sit next to her. This leads to megetimo other sculptors, a female stone carver
who has just returned from a trip to Japan as thestgof their government, and a male
sculptor who is developing his wood firing kilnsteide Tehran. They have, independently,
just dropped in at the museum as many artists doadpally. | realize that she is the
Secretary to the Society of Iranian Sculptors. 8lie me that she has just completed carving
10 meter high pieces. There is much jolly/chitchat friendly interaction. It is all very
informal. | notice that although we have all stdréating the wonderful food, Dr. Sami-Azar
has not joined us yet. | ask Mrs. Forooghi whetlehas gone home. She tells me that he is
extremely pious and he waits for some momentssroffice at the time of breaking the fast,
he then does his evening prayers, and when hady rée joins everybody at the canteen and
eats something light. She tells me that they hazdér leave the museum before 8 pm.

Wednesday 13 November, Tehran University

Gender Seminar organised by Somayeh and Nazaniathas 12.30-14 pm

This was a discussion of how to take ideas forwatider than ‘What Is Gender”, or “What is
Liberation”, or “What is Feminism”. Amongst the ttyi or so students, five were male. It
appeared that the girls would like to work with theys rather than being subjects of their
gaze or ‘girlfriend material’. They said they hditde opportunity to work together simply
because they are not allocated small areas, oilostpdces to work in. We came away with
the idea that they should meet in groups to goalteges and the museum where they can
discuss art. | suggested that they should founldila where art videos can be collected and
made available to groups of students for discussialso suggested group sessions in parks,
for drawing. The outcome was that they have toters#uations of art-based interaction,
rather than trying to solve ‘gender issues’. Thiougrking together they might come to an
understanding of gendered issues. | made an exaohetalk | went to at ‘BERA 2002’
where Professor Valerie Hay talked about herse#f sisunch feminist for the last thirty years
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and not yet respected for what she does by someeiofmale students as well as male
colleagues. My point being that these are on-giEsges.

During this session, held in the gallery, I notizxre Kafshchian, Head of Visual Arts, stepping
in for just a moment or two and then leaving.

Thursday 14 November, Mr. Vakili’s atelier

Recorded conversation with Mr. Vakili who is an ited drawing tutor at Al-Zahra
University.
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Appendix 3: Summary of data collected

In summary, the core data | collected included:

Conversations and interviews with 9 female studenh#sl-Zahra University and 11 female 15
and male students at Tehran University

Conversations and interviews with 8 tutors at AhiZa University and 9 tutors at Tehran

University

Descriptions of 4 2-hour sessions on theory, 5 céitsessions of studio practices in painting,
ceramics and drawing, and 2 Vivas at Al-Zahra Ursiitg, and 9 2-hour sessions on theory, 3
crits, 7 sessions of studio practices in paintsaylpture and drawing, and 5 Vivas at Tehran
University

Descriptions of 9 visits to 5 ateliers

Descriptions of: regular visits to private views g@alleries; visits to 2 international
conferences on visual art, 3 private views, anceisg\biennales at the Tehran Museum of
Contemporary art

Descriptions of 4 art-related events in people'sies

Recorded conversations and interviews with 5 taixeds

Descriptions of visits to 3 shrines and 1 religievsnt

200+ photographs of students at work, classroamjstind campus scenes
Comments from students, tutors and others attentim@Archaeology of Self’ exhibition

This resulted in 90,000 words of research diary.
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Appendix 4: Extract from research diary concerningvisual research

Research Diary, May 15' 2003

Dear Dave,

As part of my commitment to the programme set atdhnual review, | have spent three
weeks away in the US and Italy focusing on viseakarch. Unfortunately | was not able to
secure a visit to the Barnes Foundation in Phifgidelas they are only open three days per
week and they were fully booked until the end ofriRgzhen | rang in the first week in
March. | list the collections | did manage to visélow. | am also enclosing copies of related
handouts for my participations in the Iranian Ciaeoourses (Year |, and Year lll) in the
Media Department.

The Cone (sisters) Collection in Baltimore MuseunModern Art: Cézanne’s Pines, Degas’
Dancer, Seurat, and Matisse, with a special showeoh Backst's designs complete with
Ballets Russes Costumes

The Luxury Arts of the Silk Route Empires at theclBer and Freer Art Gallery in
Washington D.C. This included outstanding metalwarkli ceramics from ancient Iran as
well as frieze fragments and paintings from Chind Afghanistan. The Sassanid metalwork,
silver ewers inlaid with gold, from"2C. AD in Iran are particularly relevant to my simd
based investigations. These dancing creatureschnegraphically related to Rome. | found
this particularly interesting as examples of crogkural ‘East-West' exchanges in that era.
They provide possible precedence and context tavari in ‘The Archaeology of Self'.

Collections of early sculptures by Louise Bourgeaisd Alexander Calder at the National
Gallery in Washington D.C. | have been interestedath artists particularly in relation to my
hanging methods, but it was a huge treat to sed sutarge collection of Bourgeois’

sculptures on show in one place, | was indeed Iuckyave been there. They are very
different to her recent works with mirrors and wat# the National Gallery show

‘Encounters’, and her Spider at the Tate Modern.

Frida Kahlo at the National Museum of Women in Alnis, in Washington D.C.

Contemporary ceramics and paintings at a numbemall private galleries in NY city. | am
constantly reminded of the diversity of the ceraraits when | visit New York. | am
constantly amazed at how widely the idea of theseleis explored and presented. There are
also increasingly notable wall plagues, thoughtllyaany as exciting as Claudi Casanovas. |
am inspired, however, and hope to create some eegels in the future.

Roman sculpture, and clay works from Susa in abdram, at the Vatican Museum. The
latter were breath-taking, | knew some of thesekasérom the Metropolitan Museum in New
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York, but | was delighted to realize this time rduhat some surfaces and colours they used
in Susa were not dissimilar to my own white finish¥ou realise we are going back tt, 2
and 3 millennia B.C., and that | locate my mindscapesisch archaic landscapes.
‘Psychogeography?’ The former, have inspired mer&ate a number of simple and small
clay forms, which | shall present at my annual eewi

Reuvisiting the Sistine Chapel at the Vatican, | wapped by images of the fall of man in the
Last Judgement Frieze by Michelangelo. His flodfadling figures in that blue
space/atmosphere alerted me to my own sense sfdrene.

Contemporary paintings and ceramics in small peigalleries in Rome, this was wonderful
in that | could easily have exhibited in the saipa&cgs and with intercultural rigour. The most
interesting clay installations were of life sizejoti@a dining chairs in bright colours in the

manner of the ‘Constructivists’, very colourful avery Italian.

Roman antiquity and architecture, particularly ub& me at this stage of my studio research
in terms of observing form in architectural spddead hoped to understand, and internalise a
sense of form in space, | think this is happening.
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Appendix 5: Experience of abuse

4.6.03
Dear Dave Shutt

| am writing to you in your capacity as my' &upervisor in the research programme | am
undertaking in Art Education. On Wednesday Maj} 28vas in the Department to use the
clay mixing machine in the glazing area in the neca studio. The technician with whom |
normally liase on such occasions was not in thedeyent but at the main campus attending
to the graduation show. Seeing the BA course direntceramics in the staff room | asked if
my using the machine would be alright. This waspinto know if the noise might be
disturbing should there be a meeting scheduleckriroffice next door. In response, Ms. —
proceeded with remarkably abusive and angry languagthe nature of my character and
conduct. She basically repeated again and agai thas a disappointment! She said that |
was a manipulative person using people to get Wvanhted! That | had manipulated her, and
she regretted having supported me, and that adldone was to use her! She said several
times that she felt used by me! | really cannotgime how this can be. She then proceeded to
ask me why | had “gone above her” and complaingtiecnew head of department about her.
On my explaining that no such meeting or discushiath ever taken place and that | did not
know what she was referring to, she aggressivestjpned me and complained about my
having telephoned my supervisor in Greece instdadoasulting her about my work! |
explained that | was in contact with my supervisben | needed to, but Ms. — insisted that
there were particular and manipulative goings ohhtTl had keys! She asked how and
through what channels | had come to possess kehe epartment and the glazing materials
cupboard. At this point the department’s secrejaiged us and said that she had been
instructed to make these keys available to me. Ms's manner was violent, and her
guestioning me and the implication that | had aeglithese keys through irregular means
was intolerable. Her tone and shouting and aggressanner is impossible to put into words.
| find it degrading to report her openly verballgesive language, intentionally attacking my
integrity. It embarrasses me to recall it and lpgeegret having to write its account.

This is not the first time Ms. —- has behaved tikis, she has on several occasions, | recall
six, asked and ultimately demanded that she shéalde something to do with my
supervision. | have found this too patronizing &ndiliating to recount to anyone, especially
when she is simply not qualified. On one occasioa actually cornered me in the corridor
and looked into my face and demanded that | do #ongeabout it. She was embarrassingly
worked-up and out of breath. On another occasienasked me who | reported my hours to,
implying that | was in some way not fulfilling mpmmitments to my research or teaching!
On that particular occasion | was due to give a twar presentation/discussion on the main
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campus, and | said that | found her line of questig too aggressive, and simply walked out.
| felt utterly bullied and was not able to shed themiliation for some time. | have been
unable to do any work since Wednesday, as | anerathxious that she would continue this
type of behaviour towards me; | am not able tovaliw tolerate this pattern of behaviour. On
my leaving the staff room on Wednesday she liftedfinger in the air and shouted out after
me that the “conversation” had not ended yet aatlitishall continue.

Is this unprofessional behaviour acceptable, | veohtlfind it extremely damaging working
conditions.

Yours,

Mehri
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Appendix 6: Awork in progress report

October 2002, Mehri Holliday, a show of ceramic sdptures, art as self-
knowledge in The Archaeology of Self

“Archaeology is much more willing than the histoof ideas to speak of
discontinuities, ruptures, gaps, entirely new forwhgositivity, and of sudden
redistributions.” (Foucault 1972, p. 169)

Introduction

The body of work presented in this show, ‘Archaggl®f Self, is the outcome of ten weeks
of rigorous studio led research into a set of ideagsponse to a particular ancient landscape
in the central regions of Iran (maps on show). &kgerience has in turn illuminated a state
of mind that is at once familiar and unknown. Tp&per aims to explore some thoughts and
relationships concerning the inter-connectednessicl ideas whilst giving a full account of
the processes. The ideas that have emerged dhesg processes both in the studio and out
are: exploring a sense of space, and recoveriregragiional charge instigated by a particular
location which has triggers off imagined worlds. vidanight this emotional charge be
articulated in objects? And how might the creatioih such objects provide tools for
interpretation accessing metaphors?

| have discovered that the processes themselvesihstigated a set of enquiries, considering
making art as an engagement and exploration ofwiedge’. If so, could the process of

‘making’ objects or creating art in the studio beal@gous with writing academic papers?
Might these objects be regarded as created ‘textRistories which could then be analysed
and related to wider issues in life, and the cohoégdentity? How might such concepts

relate to others, and can the ‘universal’ be aezkfsough the ‘particular'?

In the following paragraphs | shall attempt to fjaand connect the strands of thought
regarding these ideas; the physical and cognitkemences as well as processes in the
studio that | believe to be the sub-structure ef dhjects on show. Whilst | consider these
pieces as work in progress and part of the widetest related to my PhD thesis, they have
nevertheless been means of discovering metaphatsaarend in their own right. These
metaphors act as tools to understand and intebptét abstract and conceptual ideas which
have intellectual connotations. One such metaphanagining the figure, the human form,
as a landscape of complex and beautiful structpwesessing force, layers, and spaces where
sacred ideas or objects are guarded deep within.

It is vital, however, that the pieces on show, ¢hdmagments from my imagination,
communicate visually and sensually on their ownitr@erd ‘happen’ and become ‘complete’
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in the mind of the viewer regardless of the anefjtdeconstruction in this paper, for this
show is primarily a visual celebration.

Part One: The origins of the pieces

In preparing the grounds for securing access toresgarch site’ in Tehran, a totally abstract
notion at the time, | took a trip to Tehran in Dexer 2001. My frame of mind at the time

was one of anxiety and great excitement particulagcause the universities who constitute
the subject of my research had neither knowledgem®fnor my intentions. | was indeed

setting off for the unknown, hoping to create poiities, develop roots and to start the
process of research in its fundamentals. This wasimike the practices in the studio, taking
the ideas to a mound of clay.

During the course of this visit, however, | traeéllto Persepolis in the central Province of
Fars (the name Parses or Persians comes from ldae)pwhere there is evidence of a
civilization that existed from 4000 B.C, climaxedoand 1000-500 B.C. and was

subsequently conquered by Alexander of Macedong&2hB.C. It did not die however, and

by 100 A.D. new dynasties succeeded in developiogeraomplex architecture, language and
script and instead of fighting the Greeks they fuuge Romans! The reliefs, texts and visual
narratives, on mountain side tombs of kings at Nag&ustam in the vicinity of Persepolis

give an account of such wars and exchanges.

Not far from Persepolis and Nagsh-e Rustam, | edisian ancient and, in contrast to
Persepolis, chaotic site where only one or twosstEftmarble were buried in the ground and
nothing else was visible except for thousandsnyf piottery shards which must be around two
thousand years old. These tiny fragments impressedvith their worn beauty and made

powerful references to concepts of history and Kedge. | collected a few pieces of pottery
and glass, some less than an inch wide, that in ¥heied thicknesses, complexity of clay

compounds, execution of design, and in some caseddlicacy of glazes are evidence of a
diverse and sophisticated industry and art fornns firobable that this place, called Estakhr
today, was once the site of important workshoperoag for the demands of a well developed
civilization with a skilled society of artisans. digh the makers of these artworks and
kingdoms had perished, reminder of frailty of m#dre remaining historical, archaeological

and cultural fragments stood strong and tellingwhan nature.

A sense of space

Once back in Canterbury | washed and cleaned tliagenents and took clay prints from

them,; this | did by pressing, rotating and repegtime fragments of designs into wet clay. |
created, or rather discovered, ways of developattems. Through this exercise | felt close
to the makers of ancient artefacts and imagined th@w ancestors might have discovered
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and evolved their ideas of patterning simply byatiog or repeating a motif. | also realized

that the shallow relief residues on the surfacethete fragments held aesthetic charge. |
became mindful of the implications of how the relike, incomplete presentation of an idea,

of a whole philosophy, is sometimes more effecthan its exhaustive realization (Nietzsche
1986).

My thought process was alerted to a number of nhetagpwith cultural meanings. The early
explorations of script in the region through sefds,example, and its development into clay
tablets. These tablets (represented in the slidection also on show) depict abstract
mark-making as means of communicating specific3dsametimes as few as four or five
linear gestures onto wet clay, and sometimes foraneingements in groups resembling
squares and circles suggesting divisions and pitior systems for accounting. Such mark
making alerted me to the cross sections in hisabtime, as archaeological layers, suggesting
possibilities of analysing them as specific textat only as objects, but metaphors with
poetic implications of human frailty and transiermcethe one hand and hope and endurance
on the other.

Although prior to my visit to Tehran | had intendedexplore porcelain as my material and
the idea of geometry through the process of makiagners’; | found myself abandoning any
such intentions. Instead | developed a sensuataictien with a different type of clay,
creating a number of abstract objects in ‘reli@fhese were minimal in execution and
immediate in tactility, showing surfaces with therfcularities of my tools, not over handled
or modelled. They at once held qualities of pagdindrawings and sculpture. The choice of
clay was vital in contemplating particular quastief texture, and under-firing the work kept
the clay alive, unvitrified. It became clear to that the archaic sites | had visited, that sun
bleached land with a certain glow, dotted with antiarchitecture, tombs and carvings in
relief, had left an impact on my mind that could be ignored. My subconscious and my
tools and materials were telling me something alowytstate of mind and its relationship
with a certain geography.

These pieces are in the show.
A subsequent active period in the studio resultedeiveloping these ideas further but still in

relief. By March 2002 | had discovered new metaphor express a state of mind. These
were:

imagined surfaces rather like a flattened and ahadlerial view of land, where its skin, crust
and substance were highlighted by the occasiondtsaade by man. The iconography of
tombs and scripts combined with a sense of opulendeiced by my materials, produced
abstraction and form. Drapery, skin, flesh and lsamere implied on these surfaces
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imagined forms, a landscape of the figure, a fragetktorso for example whose curvilinear
lines gave it life. This landscape, even in itgmentation and chaos of mark-making, one
hoped, would imply something of the idea of the leh&ultural debris were scattered over
these fragments, sometimes misplaced, sometimasopseand sometimes deposited as
though thrown into a rubbish tip inside recessekmivate spaces

of animate qualities, in movement, with an actitense active. This ‘intention in movement’
was a clear move away from the tablet forms | hadlenearlier. These new forms implied
female qualities and were headless.

Three of these pieces are in the show mounted stgéie wall in order to emphasise their
relief quality, and to reference their origins ist&khr. | have used light golden sand to create
the ‘base’ from which the pieces rise, importanthbaisually and conceptually. The small
fragments of metallic oxides, fired glasses, afidasiarranged in front of these pieces show
the analysis of the materials | engage with agansieist. This is in reference to the scientific
nature in the clay arts, also providing a symmbgtween the fragments collected at Estakhr
near Persepolis and the ones produced as the mfsuafly investigations. The cycle of
reconstruction through deconstruction is of intetesne.

In retrospect, | can also link the processes desdriabove to Foucault’'s concept of the
concept of knowledge, he says:

“knowledge as ideas; made up of perspectives, léve)s, explorations and
definitions produced and valorised by disciplinfeslds and institutions through
the application of scientific principles.”

| believe | have engaged in processes which exgtoras of knowledge, the investigation
and application of scientific principles, theoriggas, temperatures, chemical combination of
the oxides, glaze developments etc. In the follgwparagraphs | shall attempt to reflect on
abstract knowledge, and how in Foucault's termdfécent and new knowledge emerges
from the struggle between the different areas withiculture” (Foucault, cited in Danaher,
Schirato and Webb 2000, p. xiii). The ‘culture’ ims case is the culture of ‘theory’ and
‘aesthetics’ as conceptual tools.

Part Two: Theoretical considerations — a biographial description of
evolving ideas

My investigations in the studio had to be abandaatethis point as | was due in Tehran to
follow up access procedures and start field worKedtran and Al-Zahra Universities. These
institutions constitute my research site and thewsbffers a visual connection with these
sites through 80 slides projected during the show.
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The studies or work so far designed, however, vpeesented to the MA group at the Art
Department (March» 2002 the night before my departure to Tehran), galaith a small
selection of projected images of my visit to Peotisp Nagsh-e Rustam and Estakhr,
illuminating the depths of a ‘past’ and relatingtat the present. The cultural and social
characteristics specific to the people who occupiease sites, their Zoroastrian belief
systems, their Mithraic cult/mythology inherited Bpman soldiers, and the current political
picture in Iran, kept the group enthusiasticallygayed for three hours. | believe that the
discussion, the slides of the sites in Nagsh-ed&ustnd my studies in clay presented to the
group, alerted our collective imagination to tramdtural ‘spaces’ and to discussions of
global art. It seemed to me that the talk had wiled or decoded a ‘text’ that was mine but
was also relevant to the experiences of the mendfé¢he group. There was an understanding
of the concepts, there emerged questions and éguiith both aesthetic and cultural
implications. Much valued opinions were given tbatld only be achieved through an art
discourse and the theoretical consideration thasgeith it. Numerous references to art
historical concepts, both Western and Eastern tioadi, were made by the group,
enthusiastically chaired by Bob Stone. We conteteplérthur Danto’s view:

“there cannot be an art world without theory, fbe tart world is logically
dependent upon theory... “ and that art theory affets objects from the real
world and make them “part of a different world, art world , a world of
interpreted things” (1981, p. 135)

This seemed to be apt since we systematically exgbjanterpreted, and articulated notions
related to human and aesthetic experiences. Wegesup, had engaged in wider discussions
in history, art, multi-culturalism, and global atftles and perceptions. Foucault's theory on
knowledge became highly relevant.

On my return after three months there followed r@erise period of research, eight weeks
from mid July 2002, as my supervisor encouragedan@epare a show for late September in
time for the new academic year. As an undergradstatdent | was interested in ‘significant
form’ and archaic landscapes, and | had worked wighformal qualities in cylinders and
cones. Towards the end of my project | had arrateelxploring surfaces by cutting my large
cylinders and cones open. This exposed the indideecwheel thrown’ pieces highlighting
the fine incised lines possessing dynamics of thein. Still interested in significant form
(the human form included), | continued exploring gtructures of surfaces.

Exploring the idea of sculpture, | found some answe the writings of Herbert Read who
negotiates the place of sculpture through its bamgbject. He says:

“Sculpture begins as a 3-dimensional art; thahes ‘speciality’ it shares with
architecture, the art most nearly related to itt Beulpture is solid, whereas
architecture is hollow .... Sculpture suffers natsnecessity; it can be free, and
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perfectly free. The earliest known piece of sculptuthe prehistoric ivory
statuette from the Grotte de Lespugue, has no [sasdpture can be something
to hold in the hand, or carry in the pocket..cdh hover in the air.... The base
has inevitably shifted the centre of gravity of Huaillptured object.... There is no
intrinsic reason for such a limitation” (Read 199 and xi)

My interest in surfaces, and my ceramic piecesrtadeveloped as baseless slabs of clay,
found a domain in Read’s Modernist perspectiveedided to hang or suspend these from a
muslin covered wooden grid. Thus they “hovered id air’. | thought at the time that they
might also form a circular/spiral form through hartg

The relationships between the power of the fragnaedt one’s power to perceive the whole
through the fragment has been referred to. | dism ‘the effectiveness of the incomplete’
to be a terminology shared by a number of art hests, art critics and philosophers (Adrian
Stokes, E.H. Gombrich, Herbert Read, Melanie Kldiichel Foucault and Nietzsche
amongst others) who believe that our minds drawpewchological resources to make
complete the fragmented imagery, object or concéptese theories supported my
experiences, and the possibility of isolation iedadand site specificity of my studio research
were no longer threatening. | discovered wider {3oof reference for the work while still
keeping it personal and with its own identity.

At times | even understood Foucault stating that

“historiographic and philosophical expression tis ttnodern relationship
to the past through the notion of ‘archaeology’ aasnethodological
swerve away from historical study and as the retme of the life of the
past as a whole and towards a treatment of texishwis akin to the
archaeologist’'s patient reconstruction of survivinggments” (cited by
Bann 1995, p. 26).

In developing the work to the stage presentediatstiow, it has been my intention to create
or reference an idea, of a particular form in mogatnThe analogy of mountains and hills,
their upward/outward thrust, with the waisted figgroved exciting and with a gentle twist |
managed to convey what | was looking for. The pagtalities in the particular clay | used
were rewarding in this instance. The strong assioom between this subtle movement and
the idea of dance | managed to consolidate in theniatorical analysis and readings of
Painters such as Ingres and beyond his perceptmriee period of ‘L’Age d’'Or’. The
Tanagra figurines and the obliqgue ‘movement of @reeks’ also come to mind here whilst
the evidence regarding musicians such as BarbadNakta of the ancient Persian courts
provide more interconnections. | can trace my paabkeensibility towards the idea of dance
back to my childhood. More recently however, Sefenl992, | saw Matisse’s ‘La Danse’
at the major retrospective of Henri Matisse in Néovk. The idea, the colour, the handling of
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the paint, the size of the painting and the cincalad connected formal arrangement have left
me with a profound sense of transandency. This rexqpee sparkled with profound
relationships in my mind. | have been fortunate ughoto see several versions of this
painting. “La Danse” painted in 1910, a referenoethite red figure vase paintings of the
Classical period, was commissioned by Sergei Shohatd is at the Hermitage Museum in
St. Petersburg. Also, | am certain that the idedaofce in the poetry of the classical Persian
poets such as Rumi is pertinent here. Herbert Reauilysis of such suggestive forms and
lines supports this interconnection. He says:

“Arabesque, a word often on Matisse’s lips, isreedir conception; it is also, in
its Oriental origins, a decorative conception. dtan escape from mass and
volume, towards movement or action, and that of rgmu with many
gualifications” (Read 1987, p. 36).

| have also been familiar with the paintings by Bedor some time and find his dancers
possess qualities of movement that find partictdsonance in my mind. The surfaces and
handling of colour, mostly pastels, in Degas’ pamgg have been of great interest to me. |
find his surfaces, the skin textures, of his wonantheir ‘toilette’ breath-taking. It has
recently come to me that my mother’s skin and flese not dissimilar to such surfaces. |
saw much of her in an undressed state as she qeefity washed my sister and | either at
home or at the more elegant public baths when we weung children. There is a certain
texture that | associate with her body and | haadiscovered it in Degas’ surfaces. ‘The
Archaeology of Self’ has become particularly poiginfar me through this discovery.

These thoughts have come in the process of makmgvork. It is just possible that | have
stored such images in my subconscious and thaqubbty of light and the textures in the
landscape at the sites | visited, have promptegutyconscious to produce the type of work
on show! In fact, through my studio practices | dndvecome alerted to a number of
associations urging me to new readings of my owh team encouraged by the writings of
Barthes and Derrida to read my sculptures as t&kis.studio led research has indeed acted
as tools of interpretation to understand the coriyief such texts as well as providing the
type of insights | need, again as my tools, to nfaly understand the complexities of the
institutions that are the subject of my study imEe.

Part Three: Methodology and aesthetic consideration

Every detail related above is part of my methodglbgcause methodology is the process of
thinking, planning, and executing the work or studynongst these are the exploration of
plastic qualities of clay; the manipulation of ffig temperatures; reading on theory; gallery
visits; drawing and printing; keeping notes; flakilp when disasters happen ( as it did in the
drying processes) and demonstrating mental energgking up new strategies. | am bound

197



Appendix 6

to acknowledge a few points more specifically a fbncture however. Some seventy kilos
of clay, 200 hours in the studio and out, two fignfor each piece, a handful of oxides and
two buckets of glazes have dominated my life in ldet few weeks. | have been totally
faithful to my materials and discipline and havgogad exposing the very ‘grain’ in the clay
body at times and highlighting it by the thinnekgtazes. The experiments to achieve these
have been numerous. My most dominant influencéisdriield of ceramics are, as always, the
clay works of Picasso, Ewen Henderson and RyojeKidiJapan. | never tire of looking at the
work of these artists. The Seljuk period"1@o early 13th centuries, have produced some of
the most exciting ceramics in post-Islamic Irandiscovering the ‘composite white fritware’
from ancient Egypt. This clay composite is not amsisr to the clay | have used. What | find
particularly moving in Seljuk ceramics is the ‘freé@gandling of very subtle glazes and
colours, and the way the qualities of clay at teaglht of its plasticity has been preserved in
the final work with hardly any ‘tidying up’. Indeetthe ‘wet look’ of these forms and the
freedom of decoration, often categorized as naawe, the translucency of the glazes have
been an inspiration to me. | admire the senseasfstendency the makers of these forms
demonstrated in their art. My own experiments wgthzes and colours proved to be a
challenge particularly because the subtleties | inaalgined, were at times impossible to
achieve; many pieces are only partially glazed.

To work with double sided slabs of clay at the /gadt buttery stage is a huge challenge and
has serious consequences in the drying process wibrdeed in scale. This is because there is
no base to these pieces, they are dried and faedésurrected only after the second firing.

Many unfired pieces were lost in the first two weék transportation from the studio to the

kilns. The shrinkage rate is always a shock.

The methodology however, is not confined to thelistuTrips to the British Museum to
observe the quality of antique marble statues, ihgn&nd photographing have given much
needed visual nourishment. The Nereid Monument,idtykombs, for example, provided
cross-cultural references in idea and form. | Hasen fascinated by the accounts of the wars
and the landscape of the Lykian culture in S.Wk&yr These were shared by the Greeks and
Persians around 390 B.C. The Assyrian reliefs m shme hall at the British Museum
confirmed the legitimacy of the white, tin oxiden my work. The Tate Britain and Sir
Soane’s Museum gave some ideas for exhibiting feaggmrhis gave me an opportunity to
examine my own idea of hanging the show and suspgriie pieces in mid air. The Tate
Modern provided energizing visual input through atigular collection on show of the
sculptures of Moore, Rodin, and Giacometti.

The time in the studio, however, is a time that tieker is left alone with the materials;
carving, cutting and forming these abstract sheétslay from a prepared mound seemed
intuitive. My numerous drawings simply informeddltuition at different levels just like the
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few shards | had collected had alerted me to merandyimagination. | believe these pieces
became real and assumed life in the landscapey ohimd, pre-existing all the reading and
looking and searching, and | was simply being thehaeologist, deconstructing/recon-
structing aspects of my own text. These pieces rbasviewed as the abstraction of my
experiences in clay.

Music is important in my work. | have looked to najdragmented and trans-cultural music
of George Crumb, to consolidate the idea of moveraad also universality in art, for that is
what | aspire to. | edited a short track from ‘Bsrad Bells’ in the ‘Black Angels’ album.
Professor Hancox very kindly arranged its reprodacbn a disc at the Music Department
with my particular timed intervals. Although | woik silence there is always a quality of
sound that | imagine for the work. Bones and Bsallparticularly relevant to this body of

work.

I included my experiences in Tehran and Persepolise form of eighty slides presented in
the show on a timed rotation. This brought peopth gimilar aspirations into our space from
Tehran and Al-Zahra Universities providing cruatantext for research as a whole. They
gave their consent at the time of photography. Misthem are concerned with the very
issues we struggle with in relation to art and fzetst education. One must admit, however,
that they suffer from limitations imposed by paidi systems and the lack of crucial
resources. | welcome their presence as | respeictdhdurance and their dignity.

Part Four: Experiences in Tehran

The following short extracts are from data colldctt my research sites at Tehran and
Al-Zahra Universities where | spent an initial twaonths observing students and tutors
engaged in the teaching and learning of art edutatibelieve there is particular relevance
between my studio based research and researclniarte

May 21, 2002, Al-Zahra University, Tehran

I walk into the painting studio where | have seguamting that interests me, to
look for the young woman who painted it, but shedg/here to be found. | walk

around and hope that she will turn up today as acdgreed. She did not turn
up on the previous occasion. Some time passes s@e &t the other end of the
corridor a young woman appearing with her rucksaakying what must be the

large painting | have asked to see again.

When she reaches me she tells me her name is Anahi# is 21 and a second
year painting student. She has a quietly assegave, her step is sure, she wears
blue jeans worn and shredded at the hem and srsealqgart from her loosely
worn headscarf and knee length cotton coat, shksldike any art student
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anywhere in the world. Her hair is pushed out afdwarf onto her forehead and
she has no intention of adjusting it. | notice &hs two paintings. She tells me
that she has just finished the other one, last thidinese paintings are

self-portraits. They show Anahita’s face with bigreng eyes and then a pool of
sharp saturated colour pouring down her canvasksosk pure orange and a
warm read. These pools of colour are covers forbloely, parts of which push

out into space. In the orange one the belly and pubic area below, in the red a
young breast.

| have seen Anahita painting in the corridor imftrof the studio before, but she
was painting the lavatories in cool greys and bllidgd noticed her dedication
on several occasions when | was passing, in faatliphotographed her. These
two large (approximately 100cmX6ocm) paintings acevery different in the
handling of the paint, palette and subject matteaisk her about them. She
mentions Egon Schiele and books. But she moves telltme that she is short
of space in her dormitory. It becomes clear thateverybody is allowed to see
these.

Anabhita is from a Southern province and away froen loved ones. She has
painted these for herself. She tells me that hiérefais a sociologist and her
mother runs an after school art class.

By this time several other people have gatheredirmrous. Two are male
painting tutors, Mr. Vakili, and Mr. Karim Khan ZdnThe former volunteers
some advice on the textures in the colours of gnekdround in her paintings.
There is no depth but there are several mixturésdpwn as flat patches of
colour, a variety of very pale yellow/white greyShe says what is in her
paintings is what she intended to do. The two natlers and the few students
gradually wonder off. | look for a suitable spateghotograph Anahita with her
paintings. She asks me what | think of them. | bedl | admire her and her
paintings and encourage her to continue. | telldi®ut a small transcription |
did of a Cézanne painting, and how | learned abmtens of mixtures that he
had used to cover an area of 20X25cm. | explain thaould have never
guessed this just by looking. She listens withrege | ask Anahita to hold the
orange painting in front of her faceit is a self-portrait after all | say. She likes
the idea and as | hand her the painting that wepbiddgainst the wall, she holds
it at an angle in front of her face so her body #repainting line up. | tell her
that | would like to interview her when | return@ctober if | may. She agrees. |
ask her permission to show the photographs. Shes labme, smiles for the first
time, and says yes. opens her arms and embraces.mkcannot say anything
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else, | am afraid my voice might not comet ...l have a class to observe and
am very glad of it.”

I would never have understood Anabhita if | had beeén myself active and struggling in the
studio to resolve issues to do with art and idgn@ender issues, however, would be part of
my ‘deconstruction’ of data and Anahita would beywauch part of that chapter in the thesis.
Her autonomy not only astounded her tutors but hésopeers. Her personhood seems to be
the single most crucial point she wishes to ra#de20 and in the confines of her dormitory
she is working to tell us of her state of mindnblv what that means, hours, days of struggle
to resolve a piece of work in the studio. Perh@ps'struggle’ is our common identity. She is
hanging herself with the threads of her scarvet) Wer oils, on her canvas in front of our
eyes. Her art education is giving her the tools méeds although scornful of the outcome.
Anahita showed me her work because she mentallyezded with me through art she felt no
barriers, and | am glad to be the bridge betweerspece and ours in this research.
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Appendix 7: Comments on Tehran exhibition

Viewers’ Comments about the show

Below are a selection of comments from my visitdwsok, and given to me verbally; because
| did not ask for permission, | am unable to diselmames.

Mr. Motabar, painter and art jurist for nationaldainternational biennales: “This is serious
work. It is very serious. It is an intelligent asdnsitive address of a number of ideas. This
body of work should remain in Iran.”

“Who is to know the secrets of the rose garden?”

Writer, critic, art collector: “This body of worlsihighly original, it is ‘virgin’; it should not
be allowed to leave this land. It should remairehiarits entirety..”

Female artist: “Please come and talk to our arewidchakers about how you perceived this
short video. Perhaps you can help them understhad there is no need for words,
calligraphic elaborations and poetry in videos.”

Viewer: “l love the video, the nude foot is beauitif
Architect: “I love the nude foot, it is erotic.”

Sculptor: “I have stepped into the Hanging GardehsBabylon, reflected on it, and
reluctantly stepped out.”

Sculptor: “The surfaces of these female forms hla@en cut into with sharp tools, these
marks are not made by caresses, is this a metégrhwomen’s experiences? | wish we could
have a discussion.”

Theatre designer: “As you can see this is my thimg visiting your show, this time | have
brought my students. | salute you for the immeifee desire, fervour, exuberance, knowing,
and technique flowing from your hands. How alivis ttlay has become.”

Artist: “Daring, daring, daring! So, political digssions are possible in Iran after all?”
The Council of Iranian Sculptors: “Very well dony@u have broken new ground.”

Mr. Nasr, painter and art jurist for national anternational biennales at Tehran Museum of
Contemporary Art: “I am gripped by your work, | ki there are similarities between my
paintings and your sculptures. | would like to tatk you about colour! I am not sure |

understand the reason behind some of your sunfeagrient, let us discuss our work.”

Well known ceramic artist: “Thank you for bringitigs work to Iran, how you did it | cannot
imagine. | love the soft weightlessness of themmidair, flying.”
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Mr. Karim Khan Zand, sculptor and painter: “Your nkchas created much discussion in
Tehran, ... it has created continuous ripples andghb”

Well known female international sculptor/stone earvA masterpiece! | wonder if we might
find some time to discuss form, I think it mightveabeen good if some pieces were curved

more.”
Viewer: “ This show is rubbish, | don't understaaaything.” (Signed) graphic artist.

Female viewer: “You have captured what | considdrd the essence of humanity, its search,
movement, and life.”

Participant female students from Tehran Universityiis is us, these are about us! | can see
myself here.”

Participant from the ‘Private Life Class’: “Oh myd that is my body, that is exactly the
angle of my hip to my upper thigh.”

A group of male students from Tehran Universitytlogir second visit to the show: “We want
to ask you something. We have been thinking, anal wa offer you a price for one of the
pieces...that one, we love it, how did you do ithaings in two sections, but at angles...that
liquid blue, we love that... Yes we thought we cremto-op and buy it.” One says: “I really
want to take it home tonight.”

Mr. Vakili: “These pieces are about our antiquedsrthey depict our mythology.”
Student: “The encounter with fire has experientesigtone.”

Young woman: “I don’t understand art, but if angetaild have fossils, these would be the
fossils.”

Student: “I have met my body in your installation.”

Viewer: “Hello, | am Jack, happy to see your show.”

Viewer: “I have not been able to sleep, your saukx... | don't know, they are haunting.”
Artist: “These are angels... flying. Broken, yes l@okbut still flying angles.”

Female psychoanalyst: “These pieces have a soggm, dmell them.”
David Shutt’s statement for viewers in Tehran

I have included this in the Appendices because‘agltral artefact’ it created discussion in
Tehran amongst the viewers who could read and stadet English. Many of these viewers
told me that they found his analysis fascinating] that it was good that he shared his idea
with his artist colleagues in Tehran. They felstto be a form of cultural exchange.

203



Appendix 7

“This exhibition of prints, ceramics and video byeMi Honarbin-Holliday
displays an extraordinary depth, range and virtyoltigoes deep into history in
contemporary media, dealing with issues of tim@cspand surface, in a richly
imagined and completely coherent way.

“Shards of pottery from the ancient past mingle gmigeously orchestrated
surfaces in the fragments of text, rich jewel-ld@ouration in glass glazes set
against dry biscuit finishes, suggestive of thd desert, and water-formed sand.
Dance and rhythmic pulse inform the intuitive plmgsof the installation; and
we realize that the spacial intervals in the sudpdnceramics resonate with a
coherence analogous to the intervals of time irvitieo.

“Rhyming shapes in the intervals create integratedters of harmony in the
dancing figures, whose surfaces suggest the clinfgibrics of Nereid figures of
classical sculpture. There is an extraordinary theal metaphor, and range of
associations, from East and West. The richnessidces in the ceramics are
translated with equal verve and textural varietyhia prints. There is an equally
dynamic grasp of the potential of this medium teloste her ideas.

“Body art and ornament play their roles, and ihigresting to realize that whilst
most of the figures are female, there are two n@igos hanging next to each
other on the wall. Clearly the dancing figures,nirthe sedate to the frankly
erotic, are empathetic projections of self. Theyas personal as the dance steps,
both assertive and emphatic — and they are theoféhe artist that we see in the
video.

“It is interesting to see that she has avoided dbetaining and compliant
metaphors of the vessel in this recent work. Evensculptural funnels are not
designed to contain — they tower and aspire imgishythmic ascent. But there
is doubt and consideration here: the ascent igsotgle-minded and systematic
raising of aspiration; we have to occasionally dbagk to the lower level. The
columns themselves are ‘grounded’ in a swelling-kite base. These pieces
seem to be charred, smoked and flaked like emiodjscted to great heat in the
flames. They are also more clearly subject to tiveels of gravity, and their
surfaces suggest a different quality and imagieagixojection on the clay, the
metaphors of earth and fire, as opposed to thoa& ahd water more evident in
the dancing body rhythms of the suspended pieadfysed with light. The
video pulls these divergent ideas together andascéssummation.”

David Shutt

January 2004
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Appendix 8: A visual culture

Research Diary, February 2002, Remembering my firséxperience in art

My earliest childhood memories of particular sigrahce and relevant to the concept of self-
expression are of my maternal grandmother whensl ateut four or five years old. She was
the oldest person | have ever known and looked: quitient. She was tall and slender, with
warm brown eyes, totally unadorned, her hair iradbtwisted into a bun at the back of her
head and almost always in a black buttoned-up tstret velvet jacket. In her skirt pockets
she carried dried white mulberries, tall greenaiass dried peaches and apricots, and roasted
hemp and wheat seeds. She treated us to a haBtlenjoyed smoking a water-pipe on
occasion and we were told that in her youth sheetha silver cigarette holder in her bosom.
| loved the scent of her tobacco and the ‘bubldeinsl she created when smoking the water-
pipe, and although she did not embrace us, eveenwhmemember her | feel warmth and a
certain sense of intimacy. A pious widow, she sektoepray a lot and although she did not
live with us she visited frequently but always redlaway on account of urgent matters. She
lived somewhere quite unlike my mother’'s seculandetold where religious attitudes were
regarded as suspect but were tolerated with drssiteand as an aspect of life.

My grandmother taught Qoranic recitation and Istapractices for women and | believe had
a good income from it because she travelled abmadilgrimages and brought back
colourful toys from far away places. Her voice, tidic and judgement in articulating
consonants and vowels to the desired beat, but rmpr@rtantly ‘accurate length and breadth’
were what people marvelled at. Qoranic texts wetgetrecited in a clear voice and excellent
diction as far as my grandmother was concernediusecshe could then hear it even if from
two rooms away, and could respond with her cortceeggsion. She also told stories of Houris
and Parries the female creatures of heavens, wéd ih the distant clouds and always in the
heaths of the ‘Seventh Heaven'. | do not recall dvear holding a pen and writing anything
however, perhaps writing skills were subdued bgitian for women of her generation, she
was born in the late ¥&entury.

What | do remember my grandmother holding, on ateasion when | was not yet at school,
is a piece of charcoal in one hand and an eggenother. She was drawing. With some
concentration she steadily and patiently organittedwhite surface of the egg into equal
segments from one pole to another with strong bieskical lines. There is pleasure in this
memory as | can still see, in my mind, the chargiahg out a slight puff of tiny black dots
around her drawing. She would gently blow away ¢hekack specks in order to keep her
eggshell surface clean. She would then place harcohl in the centre of the stripy form
taking it around to locate and draw its equatorcé®she had established her spheres, she
would then draw fine circles within each segmebftrfrtop to bottom, almost touching the
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sides. These increased in size as they approatieeéduator and decreased again when
nearing the other pole. This made a pattern otiogiships. Finally she would divide each
circle into equal portions by intersecting the deaens at right angles, giving each portion a
name or identity by marking the centre with a lettehave since wondered the meaning of
this ritualistic performance, maybe pre-Islamicti@ach circle and the cross section within it
mean to symbolize an entity? To disperse bad spimty grandmother would throw a fine
white cloth over the egg whilst still holding it dicall out the names of every member of
family, friends and relatives, pressing down on ¢batre of each circle at the cross-section
with a tiny silver coin. To my astonishment, at sopoint and with the name of a particular
person the egg would shatter, and like a drop aghte liquid hit the hard surface of a
container beneath!

This account holds three intelligible conceptsrwe. The first is the geometric composition
of forms that were adopted to orderly organizesiwdace of the egg into spaces, the second
and particularly exciting is the significance oéttircle and the square as primary forms. The
incorporation of text with such formal compositidhe use of language, and the significance
of adopting letters as signs and symbols remainystary to me. Thirdly, the veiling and
abstraction of an idea, the use of the cloth olierdgg, the way it was used to create or
conceal a parallel and imagined world or idea feesei me. The idea of the visible and the
invisible is pure abstraction for me. | think thamght exist relationships between my
personal preference of choosing chalks/pastels réav dvith, and the visuality of my
grandmother’s ritualistic drawing creating puffsdadots of charcoal rising from the egg
surface. Whilst | shall never know my grandmothegpigcise thoughts, | am intuitively
prompted to look for and relate these ideas totgremncepts in Iranian art history and the
development of its iconography. For this, | needniestigate the earliest manifestations of
what might be considered as artistic expressionfiamdsome relevance to the contemporary
artistic output. | would be well advised to take Rpger Fry’s belief that the study of art
history needs the co-operation of a number of seigand should be ‘inextricably interwoven
with Anthropology, the History of Religion and wi@lassics’ (Gombrich 1965, p. ix), which
in this particular case would be Persian antiquisyead of the Greek and Roman cultures.

Tehran, May 19th 2002 - Friday, A day off

This morning everyone is out either playing bridgeon a religious pilgrimage, the two seem
to intersect quite easily in this family of minewant to do something on my own. | would
have really liked to go to the National Gallery @mlay like this, or the Tate Modern, | have
that longing for seeing art; it is pushing my thbtggin the corner of my mind. It is a public
holiday and the museums in Tehran are closed. dwget don't know for where. | do this at

times and something reveals itself, and develops.
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As | am walking | am reminded of the Tajrish Badashall walk it | say to myself, and look
at its architecture, and its covered ‘round’ squa®| walk it | notice the nut shop with the
very best varieties of pistachios, maybe six typesgnged in huge sacks. Sacks and sacks of
hazelnuts, almonds, walnuts and dried peacheslantspl like this visual display. Although

a public holiday many little shops are open. Theadrshop is open, as is almost always, and
the huge round ‘sheets’ of bread are sold as thmecwut of the oven, | really must buy some
before | go away. The olive shop too, there is thatticular scent around this shop’s
doorway. An old fashioned and dense smell of umeef food, just like bits of Italy! | look
up and see hundreds of flags hanging, making &eathrough ceiling. | walk to the end of
the Bazar and notice the little shops that selgi@ls reliquary, | pass them, by a few steps. |
stop in front of the short staircase that goes ddowvithe shrine. | watch everything but
particularly the clusters of people for some timiayybe twenty minutes. Formally it is very
interesting, men, and women who look like cones eylthders, women because they are
wearing the chador, and men because they look fegll Their leisurely pace makes them
appear floating, especially because | am highehap they are, at the top of the stairs. | want
to go in, perhaps it's the architecture, it is sadttiful, but realize that | have no socks on and
feel uncomfortable about going down, submitting sipes and walking the shrine in bare
feet. Is it allowed anyway? | continue to watchislhearly prayer time and I really want to go
in. | decide to look around for a sock shop. | éualty find a vendor and buy a pair of black
cotton socks, they should cover my feet and aneo my trousers nicely. | put them on in
some corner behind a strawberry seller’s standnitdhink anything or anybody can stop me
now, | am going to the shrine, | am determinedirie down the stairs, borrow the chador
head cover that is supplied for free, there are térthem in a pile some flowery in fine voile
cotton and some black with bold patterns. | put oner my head, walk across the court to the
shoe keeper, submit my shoes and enter the shitiseentrance is for women. There are tens
of women in prayer. | wish | could film their movent. There are all ages and almost all
classes and types. | wonder why they are therggnder about my place in all this. | only
wanted to look at the architecture, | feel dis$atisthat the central shrine which should be a
large full cube is halved to segregate men and womeorder they move comfortably. It
bothers me that only half of the silver chambeavailable to me to touch and look through. |
want to walk around the whole cube, half is nots§ghg enough, well it is just half. | pay
attention to the detail of the silver work. You e through the negative spaces created by a
filigree of geometric/interlocking forms. The Beiwitand cool metal gives warm emotion, it
is scented with the rosewater the attendants begtoWhe geometric knot system gives
hollows, as if tiny windows to another world, spaedgthin spaces, marked with a fine band
of emerald green cloth in knots in remembrance.rdhi® a glass cube inside that houses
money in notes and coins... alms. | enjoy watchirg ahms and hands that try/struggle to
reach, to touch these silver filigree walls, thigirse; | do the same. It is no longer an
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automatic move for me, | distance myself from amgtritualistic these days. What is this
ritualistic automatic movement anyway? Why are ¢hleands in hope of reaching, reaching
for the silver wall of the shrine? Or is it to ggpmething symbolic, and hold it firm as if to
make it promise something vital. This silver geawyés felt in remembrance? Remembering
a belief system from within? | see its strong aetsthpower. | think of this in slow motion, |
imagine this in slow motion.... It is so beautiful wrng back and forth. It should be filmed, |
think. Not the bodies or the faces, just the haadd the arms reaching for something;
something from deep within. The occasional soungrayer intervenes.

I move on leaving this half chamber. No | do n&elthe ‘half thing. | think of women in
Iran, are they halved? Maybe publicly. No one stidug halved. | arrive at the hall that
surrounds the middle shrine, the silver cube. hathere for ages. Tens of women are in
prayer in front of me, standing, bending. | imagtheir mouths moving, they have their
backs to me. Their black and the white chadors their heads, they are ‘whole’ forms. They
cannot be halved. | look at the ceiling. It is ®rgnd | watch its expanse covered with very
fine tiny reflecting geometric pieces of mirror gettiently one next to another making the
most spectacular repeat pattern. Crystal chandetieng down and the mirror work reflect
the light in thousands of shifting/shimmering pi&ceolour and light pour everywhere, the
colours of the fine bright carpets beneath, thewds from the large glass in the arched
windows, lots of yellows, lots of different whitddues and reds... Colour and light... Colour
and light. The ceiling moves with reflected ligimdathe movement of life beneath. It is like a
movie of just colours. | am mesmerized. There stlaer patch of moving colour further on.
This large patch does not have any warm colouts, jiist light and then the tiny pieces of
mirror that appear dark, there is a shift of kaili light and shade, what has just been bright
becomes dark...they move... | feel dizzy... This is dqremance of light, geometric light...
No it is me, | change the reflection as | move mg= It is me in the ceiling, each tiny mirror
reflects me. It is an image. It is a performanteés the light that performs.....

| stand there for some time and touch the mirroll Wwehind me. They are in relief, very
subtle relief. Some pieces are only like a brusbkst A search for similar experiences move
around my mind. | am not in control of this, suakeds for associations are automatic...l
think of paintings... architecture... precision... a stamed and luminous surface. | touch the
mirrored wall and | think of jewels in paintingsekcavate some images from my memory. |
remember a pear painted by Euan Uglow, with glowing facets. | think of that postcard |
have of the pearls in a painting by Georges de barTl feel a need of knowing who
perceived this mirror geometry. Who were theseteman who created these walls and
ceilings and what drove them. What did they imadiesy were creating, was it just light they
were reaching for? | am stunned by this choreographe dancing ceiling, chains of
reflections, moving women without faces. | watch thispering forms, tiny mirrors of light
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and shadow and the tiny sounds of prayer...all hangeafter the abstract... | collect my
gaze and reluctantly take my leave.

Slowly, | walk through the lines of praying bodiegmw seated...now standing... lips that
whisper, eyes that flicker, word patterns.... | rauag these words only because | know
them, they are abstract and hushed sounds: Sd3sABAa. | am happy with this abstraction.

Outside there are people having picnics of breatlcreese, on a family outing. So simple
and modest, so matter of fact. This space belomghdam, and they are claiming it. | am
offered some dates by an older man. | take onavamrdhur a prayer, my words have become
abstract sounds too. | have an intention to sayefiung positive, something that can only
have a place in my imagination as if a reliquaryanbther world, an abstraction. But all |
digest from my own prayer is a word rhythm, a patteof sounds...Abstract
sounds...communication through abstraction... We dmoathg it!

The architecture of the shrine is powerful, | takdast look and imagine it without the

crowds, such symmetry... such balance... | exit froerttain gate onto the street handing in
my borrowed chador. Outside | light some candleargred in a box by a woman vendor. |
create another version of light and movement amwine a moving dot in the crowds in the
Bazar.

Visiting shrines in Mashad, October 28 2002

| rise at 6 this morning and look out of the winddwannot see the sunrise although | know
it is there deep under the clouds. Like so manggshiin life, it is a question of knowing
through experience. Sensing. So, the sun is tHekepw it is, | just cannot see it this
morning. | can see much else. The golden dome anaret of the shrine in the distance, not
shining this morning because of the early morniatg pmist. The blue of the other domes
punctuate space, dotted around. | watch the mdéigwf arches, almost without people at this
hour. | am watching this,"ocentury site (late" A.H.) the tomb of the '8Shiite Imam Reza
and the most important religious venue in Iran from (VIP!) suite on the Bfloor of ‘the
best hotel’ in downtown Mashad in the province @biKasan, some 1000 km in NW Iran.

Everyone is sleep. | have my filter coffee, watome more and decide to go for a walk in the
courtyards of the shrine, | want to enjoy their hatecture. | so love these courtyards
especially when they are not crowded. | weave thindbe streets which are being swept.

The 1% century Ivan and Courtyard complex at GoharshadgMesare a beautiful extension
at Imam Reza Shrine. The complex geometric tilekworthis monument holds the highest
number of colour combination in Iran apparentlyeiofifty | am told. | sit at the worn marble

fountain base for some minutes, it is a very lasgegonal form with acute arched angles.
There are several sprinklers. The sound and movieafemater are heavenly in the fresh of
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early morning, everything is so crisp. There arer fopright four-sided drinking fountains
around the octagonal marble base, their archeshmigpcit my hand in, water is so curious to
touch, cool and weightless. | walk towards the insenctuary, just one or two men about, |
observe a student and master in discussion. Theegemted on the red carpet, a man of about
25 and a boy of 15-16 or so. They seem to be mefeto a handwritten text on the lap of the
former. | sense a kind of love between them, threyadmost one, and a sense of reasoning in
their discussion. They are perfectly ordinary, adtipular religious clothing, no scull cap, but

I do wonder about the content of their discusskRerhaps it is best | do not know, we cannot
expect to know everything, because we won't.

There is an important library and a religious s¢hmo Goharshad compound. Some steps
away there is a document on the wall about thetyistf this place. Something like “This
monument was executed on the orders of her lady@hiphar-Agha the wife of Shahrukh,
son and successor of Amir Timur in 821 A.H. L.” Thes a table on one side with many
small prayer tablets in unfired golden clay, some\aery well worn and shine with age. An
elderly small-framed clergy next to me points oné and says that it is from the sacred clay
of Karbala in central Iraq. | am surprised thatdpeaks to me, being a cleric, and | treat
myself to a conversation with him. We talk veryuratly and | enquire after the two rings on
his fingers. He tells me that one must be carefubrwwearing such rings in order not to be
disrespectful to the names of saints engraved enstbnes. | say that | like his very long
prayer beads, he tells me that there are 99 sbrglds each inlaid with the names of Allah in
silver. | feel happy about this exchange, and lmvkards the East wing, | decide to visit the
library. | ask an attendant who is reciting the &uwhere the library is, he points me to its
direction and says it won't be open, becauseribis8 o’clock yet. | ask him where | might be
able to get some literature on this particular nment/mausoleum/mosque. He volunteers an
attendant in the distance to take me there. Them@dant is very quick and rushes me through
some very beautiful architecture, vast room intstveom with tall arched windows in
coloured glass. | note the clusters of five intareecting vast rooms, | remember this to be a
characteristic of Persian architecture. We arrivea adoor with a plaque: ‘International
Relations Hall'. My companion sends me in and Isavéis is a huge hall, inside a middle
aged man in a light coloured suit greets me. | &rpio him that | would like some written
information on the design of Imam Reza compounditahosques and monuments. He says
“May | ask for what purpose?” | explain that | ngedsee the plans and might need to quote
some facts and figures about the geometry of tdesgns for my thesis. He points me to a
row of chairs and | sit down. | note there is agéaMV screen with prayers in Arabic and
English subtitles. | fill in a request form, and mgst fetches me a number of brochures and
says that | may also take any two books from theds at the far end of the hall, as | am
entitled to them as a visitor. We go there toge#iret | choose one on ‘Islamic Morality For
The Youth’ and one on ‘The Life Of Her Holiness iFa&t the daughter of the Prophet
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Mohammad’. These shall go to towards my literategew, | think to myself. Then, my
host, very gently, says “I wonder if you could badto us and look at the ‘English’ of a
couple of documents we have prepared and tell thejf read well”. | am surprised and | say
that | should certainly like to help if | can, andll have a look. We walk to a large desk at
yet another side of this Hall and he points me ahair. He then fetches two sheets of paper
on which he has written a certificate for embracisigm as a faith, and a certificate of
marriage. The wording is almost perfect and | negetwith him some new clauses. This
takes around 30 minutes and finally between usowganize two simple documents with
spaces for names, nationalities, passport numidetes and signatures etc. We also put
paragraphs indicating that these papers have ‘herdegal value’ and that they are ‘for
registration purposes only’. We communicate veryl.wide asks me in which country | am
pursuing my studies. He tells me that he has linetie US himself. He then goes to a room
behind his desk and brings me a translation ofQhimn and a handful of postcards and says
that he is grateful to me for my assistance. He $lagt a couple from Italy and Switzerland
converted to Islam and married at the mosque oaéfeyday, and that they are coming back
today to collect their documents. He also tells tfmat it was a very moving occasion to
witness, and that is why he had initially wishegbth a statement in the certificates noting the
profoundly emotional state of the Italian and theisS during the procedures. But he now
agreed with me that it was not necessary to menkiem tears, deeply touching though it all

was.

It occurs to me that this side of Islam could Hked about a little more, where are the BBC
cameras now, the ordinariness of the decent existeof millions is overshadowed by
political games.

| say my goodbyes to my now ‘colleague’ and rushmip hotel, they must be wondering
where | am, and what | am up to. When | arrive at smart hotel | am told by my
companions that they have been worried about nee et they have already breakfasted. |
have been away for three hours.

I have used my English Quran on several occasions.

211



Appendix 9

Appendix 9: Mr Motabar

April 24th 2002, Mr. Motabar, term 5, (year 3), drawing

Mr. Motabar is about 60 and has a calm easy mawithrgreat concentration. He is in a
warm brown moleskin loose jacket with a zip in thant over a textured stripy shirt showing
a white vest underneath. This goes with warm broamduroys and lace up suede shoes. He
wears very pale almost rimless glasses.

I have introduced myself very briefly in the entrarto the staff room on the ground floor of
the department, but am delayed and have missed g¢miolass with him. When [ join him |
pull up a chair not far from his desk and wheran see everyone and sit down. He comes to
me and listens very attentively to what | have &y $we continue our discussion started
downstairs about why | am at the University obseg\practices), he says he understands and
will talk to me soon and leaves me to attend tostheents.

One student puts a tape in the tape recorder dlraligh the class music is played, this is
not too loud but it is just above the sound of ifgividual discussions between tutor and
student as well as the students themselves. Meeliee tape recorder belongs to the gallery. |
have seen in here in a different session.

Class starts at 9.00 a.m. sharp but the set Upeesdy arranged in the centre of the top part of
the gallery which might be around 40x12 metressBeit up consists of plaster casts of busts,
torsos and heads. They are larger than life sideaam arranged at slightly varying heights.
There is a large brown tree trunk, cut flat at¢hange of plane of its branches, placed at the
base of the set up.

At the beginning of the class there are two ordlstidents setting up their places and tools.
More come in and by 9.15 there are 9 young ladied,6 men of whom three are 40+. One |
have met before in Dr. Moghadam'’s wall painting/adwlass where he has submitted studies
for a mural in welded metal relief.

Mr. Motabar does not address the class as a graupsbwalking around circulating and
looking at where the student is setting up hemask and examining the angle/view of the
set up for that particular student. There exiggsiiat understanding of what is supposed to be
happening.

Natural light pours in from the enormous windows tbe one side and the band of light
windows at the top of the wall on the opposite siléhough it is very sunny outside, there is
no direct sun disturbing the class. There are éémmsels and small benches and chairs with
arm rests which one can use to write on.
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Students mostly choose to draw on their knees ohoA8e paper stacked and attached to a
clipboard. One tall male student draws on an ed&mhy draw with pencils, but charcoal and
conte is also used. Everyone is working with cotregion.

Mr Motabar comes to me and asks me to pull up nayretearer to his desk, he then proceeds
to give me some information.

“My postgraduate education was interrupted in ti& ahd | returned to Iran in 1976. The
curriculum here was the same at the Beaux ArtsamsRhen. Although we did not have a
nude life class, we did have the anatomy class eviheen and women posed in minimal
clothing, discreet underwear for example. Studefitsn got together and girls in leotards
posed.

In my class in the US we also had the model watkiad sometimes, | thought this was very
useful as | myself explored the body in movemeriwNhere, we use the ‘antique’. We
believe in letting the students discover their gglities. But very often this is confused with
lax work! It must not be. This is very serious woylou see, it is like a driving lesson, | am
the driving instructor, the student is the one veould do the driving. | sit next to my
student and give advice most suitable for thati@ddr situation. The student should discover
the language of drawing, they must find it throwlbcipline. Later, when | see the student
has understood and gained fluency | can recommiemgliication, exaggeration, distortion
and abstraction. But this discipline is often laxckiindeed rare.

Mr Motabar moves away and engages with studehisal some instructions: Give time, look
at the line...you see the curve that follows it...looénly put down what you
see...time...give it time...look.

Everyone is working, the tape is playing, the g@aststs (two identical male torsos, female
head with masses of hair pouring down her fronterbast, male head) make a huge mass on
a desk and two higher stands, the dark large twedk &sits on the floor. The contrast of the
white of the plaster and the deep brown of the isesriking as are the differences in their
textures.

Mr Motabar joins me again and continues our disouss

Unfortunately one’s colleagues are not always efsame opinion, but | believe
drawing is absolutely fundamental. | am known fbrsthere. My work is
recognized in Iran. | have sessions here and ad Azaiversity. There is
occasionally the one student who becomes interestddawing as the essence
in all art. If you don’'t have drawing as the subesture, you cannot put paint
down directly on the canvas, that is why in yowssl in England students put
paint down directly.
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The students do sometimes pose for one another bhetd have heard them
complain about all these layers of clothing.... B¢ are limited and have to
work within our limits. An artist must be like ald@r, she/he must soldier on.

Mr. Motabar leaves to attend to the students.

One female student walks around and watches othen®. The impact of the noise outside
is slightly lessened by the music. | decide to slsome courage and get up from my seat and
notebook to look around and take some photographs. of the male students joins me but
we do not speak in order not to disturb the others.

| hear Mr Motabar give instructions: What you ang is a lie... Look... Look at your
subject carefully.

| later see that student to restart on a new sbtiepaper using her thumb and charcoal to
measure.

Mr Motabar talks to another student: ...You have eha® deal with the light...Let the light
clarify the line. Mr. Motabar often sits next teetktudents working with them.

We continue with our discussion. Mr. Motabar says:

I would prefer them to use plum lines, but | ampared to go from the back
alleys and find the connections...horizontals andices...you can discover
these things from various ways... Whilst we posséss dquality of artistic
substructure in our literature, in our poetry, \aek it in our painting...This is
our dilemma! The tradition of the academy has redtled in our psyche...
Everything has been disrupted! This type of drawsngrecise, we are not about
to exaggerate the line here. | want my studentgnierstand this first before
doing anything else.

It is now just over the one hour since the starthef class. Students ask for a break, one is
sent to fetch tea for everyone, | am told they takes to bring in some cakes or biscuits.
There is a large box of delicate Danish pastrias ihoffered to everyone. Mr. Motabar says
that this is the tradition of the class and it adages time.

During this break | ask two of the older male sntdavhy they are doing art. One responds
quickly and says that he is an army officer anceaing law and art to use in his work. He
has a beard and unhealthy teeth. He is outspokdnaaisome point in the conversation
responds to my comment of ‘there are such paradoxt#ss (our) society’. | have said this
because someone has asked me what | have obserf@d Be says paradoxes or opposites
exist in any society like they exist in a drawingh.d drawing we have very dark and very
light.... I smile at this.
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The second man in his middle years says he wolllene why he is doing art later. And
when class resumes, he pulls up a chair and sifstoeme. | imagine he is going to draw
from a new angle, but | realize he has startedriglto me.

His name is Hossein, he tells me that he is froendkver income layer in society and that he
is SHIMIYAEE which | try to work out. | realize thait means he is affected by
biological/chemical weapons in the Iran Irag wansBein tells me that he has problems
breathing sometimes and his lungs do not functimpgrly. He says that he hears noises in
his head. He has tears in his eyes as he talketddm is clean and tidy in his appearance,
unshaven, in clothes that one could associate nwitd life. He is articulate. He says that he
finished the Honarestan (secondary school in angnithe war started (September 1981-July
1988). He had to go to the front, and he did while¢ of his best friends. There were five of
them in his platoon and that he witnessed threliobest friend get killed. He regrets not
having gone to the front with his best friend thght he got killed, he had asked Hossein to
stay with him that night.

Hossein has to stop once or twice in order to cbltemself. He has tears in his eyes. He
shows me his brief case where he keeps a plasjcobanedicines. He says he loves oil

painting and that he specializes in portraiture.igievell known in Semnan, north-east of

Tehran by three hours. He travels to Tehran thage ger week and is nearly at the end of his
art course. He shows me a sheet of paper that sti@anmodules he has covered. There are
only one or two areas that are not crossed outl sk him if he looks at books or paintings

in Museums to see how other people have paintedagsr He says that he has only recently
managed to buy a house and he is rather short oéyn@ven coming to Tehran is expensive
for him. 1 am very moved by his account as he telésso openly that he is looked after by

The Martyrs Foundation and that he specialisesantyss’ Portraitures.

Mr. Motabar notices this private discussion butsdoet interrupt us. | am rather worried that
he might consider me rude to create a private d@on, independent of the purpose of the
class which is drawing.

At 11.30 sharp Mr Motabar leaves me his card, onnotebook, and leaves. | am still in
conversation with Hossein. Most of the studentkzad leave except for one girl who must
have come in just before Mr. Motabar leaves. Simesoto me and asks me what | am doing.
| explain. She tells me that she is a graduateldtahra University and has just completed
her MA at Azad University. She intends to travelthe US for another MA. She has many
guestions. | advise her to put together a very gomdfolio and slides for her interviews in
the US.

Four other students gather around me. A young raga that it was he who organized Mr
Motabar’'s class. | ask how so, and he says thahdwe heard that Mr Motabar was an
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excellent tutor and therefore rallied others tospade the Director of the course to employ
him, so Mr Motabar has only been teaching thentviorterms.

The older student who also fought in the Iran/lsg and is now an Officer and studying law
and art tells me that the choice of tutors is eags based on the needs of the students but
the inter-relations of the Director with his friendHe makes an example of Dr. Moghadam
being brought from Khorasan (N-E Province) by DosBeini-Rad. | mention that this is the
case everywhere and give some examples at my degarin Canterbury. | also mention that

it is for their particular expertise that they wamneited to teach at my department. One young
man comes forward and says that there is no psystem in Art Education in this place (in
the country). He would like to know why in his raatal entrance exam, he had to show his
aptitude in religion and Islamic ideology. He refsed&Vhy? The young lady who is going to
the US says that he is absolutely right. She adlaisthe designers of these courses have no
idea what they are doing.

This becomes a pretty heated discussion and mamyonp are given. The consensus is,
however, the lack of understanding of the desigoktse course of what Art is about.

My companion of the last hour, the chemically aiéelcstudent, goes and has a brief chat with
one other older student who is still drawing. Henes back to tell me that in the National
University Entrance Exams, there is a box wherdesits connected to the Iran/Irag war put a
check mark which facilitates certain considerations

At this point | am exhausted and say that we mmeet again and say goodbye and leave. It
is now 12.15, p.m. and | left the house at 7.3Q,d.arrive at home at 2.00, p.m.

On the back of the card that Mr. Motabar has leftthere is a note saying the times he at his
atelier. | telephone him on the following Sundag go to visit him

May 2" 2002, Manoocher Motabar's atelier

| arrive at 4, p.m. but the session is from 2-&.p.

This is in a leafy quarter of N. Tehran and onHéoor of a three storey building. He gently
greets me and shows me a seat next to him. Therthigge young girls and one young boy
sitting and drawing from a plaster cast of ‘ThevBlaThis is a long room which holds a desk
and a swivel chair at one end and a table and &gy @ooden arm chairs at the other with
big windows. The windows continue to an area thdike a kitchen and tea is brewing. Mr.
Motabar tells me to help myself if | would like ariyear the kitchen there is a large and long
mirror and a woman is doing a self-portrait. Thexdots of space for all this and | later
realize that at the end of this large room behhe desk there is another room where four
young people are drawing from a ‘still life’ set.uphere are some drawings and small
paintings on walls. Two of them are of ‘nudes’. flehes a large counter where a stereo sound
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system is placed with tens of CDs. There is sonmghéa music, something like Bach, is
playing. Two more students come in and sit to w@kls take their head scarves and coats
off.

| help myself to some tea. It is ‘Teacher’'s Daydastudents have brought some delicate
cakes. | just smell them. They smell so wondeifuéll Mr. Motabar that | love the light
pouring in through the windows. He says that he ssenthat | love being here all together.
He says that often when people study art when they older, they develop deeper
sensibilities! He says to appreciate beauty ondddsstance oneself from it first. He says it
is like drawing, to see the line, you have to dis@yourself from it and feel it with your
mind.

Mr. Motabar sits in his large wooden armchair cedewith lots of fine kelims and tells me
that when he went to the US it felt as though he @arathe top of a tall building looking at his
home country. He started understanding many thahgsit Iran then. As though he could see
the whole that was made of many parts...

I ask him why he teaches, he tells me that it ghiesa good feeling to give something... He
feels something good inside when he gives somettucg...

| ask him about identity, and he says he does al¢\ve in it. (I think he is referring to the
sense of identity that seems to be the governméngthat involves Islam and the Islamic
heritage rather than a personal concept).

I ask him about Modernism in art, and he saysweatlo not have a modern identity in art,
that we have never had a chance to develop thisepdim our psyche as a nation.

He leaves me to attend to the students, he dissulsseg work with them in a quiet voice.
This gives me a chance to write my notes.

When he returns | suggest to him that | considemork as ‘modern’ so how could he say
that it does not exist. He tells me that Modernisrart is a discussion, an ongoing discussion,
and that we have no share in this discussion. ietbat it is a question of participation!

Mr. Motabar tells me of his exhibitions in New Yodand Switzerland where he exhibited
several nudes. He tells me that the current samdl political structures in Iran and its
demands are provoking new emotions. He says thaasidad to rethink and although he has
always hated this coverage of the women (he makgestare with his hand around his face),
he nevertheless started drawing human again, fotrthis time with a cover on it. He tries to
find the form hidden under all this covering upailngh his senses. He is forced by his need to
draw, he adds, and to take up new ways.

I comment that his work is still, in a way, beaultifHe says it is art that does this, he draws
what he sees; what he senses is hard and aggresSiNeese covered women | draw...they
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are not beautiful...they are worried and they arseaiioforms... These forms are not tender...
they are rough. My feelings about the traditiorater for women are destructive. | have had
to transfer my skills from one type of form to amat.... If you see them as beautiful, it is art
that does this.”

I mention Giotto’s friezes | have seen in Italy. . MAotabar says that Italian art is indeed
mind- blowing. He speaks of Michelangelo and howsae ‘form’, the figure, the leg, in the
block of marble and how he set out to reveal thahfwhich was really already there!

Mr. Motabar says that he likes this way of analyis&t | do, he tells me that | attend to things
deeply, and he says that it is good that | am dtirggresearch. He says that art gives an inner
confidence. He asks me what kind of work | do ardlll him that | shall show him some
photos next time we meet.

| get up and look at the work of the students.K ase older man how long he has been
coming and he tells me that he sits and waits i®idhughter sometimes and whilst waiting
he draws. His daughter is in the ‘still life’ rocemd she has been drawing with Mr. Motabar
for some years, since she was 12, and now shevssgethe beginners. He also tells me that
she is about to start her university degree initacture and that she draws at home a lot.

The woman who is doing a self-portrait in frontloé mirror tells me that her generation have
suffered the most in Iran, because they had seehdfore the revolution and it is much more

difficult to learn to live in this era. It is unbeVable that the revolution happened 23 years
ago and people talk about it as though it hashappened. The shock and the impact of the
revolution is felt so deeply in people’s lives.

It is 5.30 and the door bell goes, Mr. Motabar alsvhas a little look through the window

before he presses the little electric button tanape door! It is a young lady who has come to
collect a painting for an exhibition. They youngyas charming and although Mr. Motabar is
very reluctant to give work, he does so eventuédlly.says that he does not wish to exhibit
under a political title. The exhibitions is to miinds for Palestinian children.

Mr Motabar tells me that he’ll put together somirmation about himself, articles etc., that
might be useful to me. | thank him for this anduogantly get my headscarf and coat and
leave. | try to find an adjective for this man wheaves in and out of the students with
unrushed yet purposeful steps. His laughter andesehhumour have a sardonic flavour and
| feel it in his art. | suppose these things areihiellectual saviour, forming his identity.

May 2"4 2002, Manoochehr Motabar’s atelier, Tehran

Mr. Motabar is about sixty, tall, has a considestgp when he walks. he does not rush, and
speaks little and unexpectedly with an ironic smd&en he gives the answer to a question
sometime later.. but he is always there, attentive and gives hisafiténtion to things. | have
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also found him attractively sardonic at times. | &b by my family that | am like that. His
atelier is a wonderful place with windows that lrim beautiful light. In the centre of the
large apartment there are some plaster casts, Inaabersion of one of Michelangelo’s
‘Slaves’. Usually a number of students (4-5) stiuend these casts and draw. There is a room
at the far end where a few students draw fromlgel and flowers, nearer the windows there
are a couple of large mirrors when on one occasimoticed a woman working on a
self-portrait. Everybody draws in pencil and sontessical music is played softly on the
substantial music centre and its numerous discs.ti@nwalls are drawings and a few
paintings of Mr. Motabars’. On one wall he has ntone images of Degas’ sculptures of
dancers. He must have an additional room whereah@spthat is not open to us, perhaps he
paints downstairs where his family live. | met with. Motabar at Tehran University where
he holds two three hour sessions of drawing perkwee subsequently invited me to his
atelier in the north leafy suburbs of Tehran. Toioiving are a few extracts of conversation
useful for the purpose of this paper.

Mr Motabar tells me that essentially he is a paiofehe nude and that in his exhibitions in
New York and Switzerland he has shown several jpgisitof the nude. He tells me that the
current social and political structures in Iran dneir demands are provoking new emotions.
He says that he has had to rethink his position @titbugh he has always hated this
“coverage” of the women (he makes a gesture with Hand around his face), he has
nevertheless started drawing and painting formradait this time with a cover over it. He
tells me that he tries to find the form hidden uralethese layers; he is forced to take up new
ways because of his need to draw.

I comment that his work is still, in a way, beaultifHe says it is art that does this, he draws
what he sees; what he senses... “they are harédggmssive... these covered up women |
draw ... they are not beautiful ... they are watréend they are closed forms.... These forms
are not tender ... they are rough. My feelings alibe traditional cover for women are
destructive. | have had to transfer my skills frone type of form to another.... If you see
them as beautiful, it is art that does that’.

Mr Motabar talks to me about the genius of Michgkdn, how he was able to see and sense
form, the human form, its exact place in space ettect proportions of a knee in a block of
marble.

Mr. Motabar tells me that Modernism in art is acdission, an ongoing discussion and that he
has no share in this discussion in Iran. He teksthat Modernism for him is a question of

participation, through his art and intellect. Hahwen, could he feel part of this discussion if

he is not participating in it; he asks me. He sayd#hat is important is to look at the same

horizon rather looking at one another”.
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| identify with Motabar on many levels but most @ally that one must feel a participator in
affairs one is passionate about. To an outsider tile he seems engaged and busy, but
obviously he feels marginalized. He feels closeughoto me, both as an artist and a
messenger to speak like this. | have experienceat b is going through, ironically | have
experienced this in England.

The idea of ‘cover’ over form is also discussednywork and in my show | have a ceiling of
muslin to protect suspended pieces underneath vidhighiemporary lifting of the cover. This
shift of where one’s footing is, is extremely irgsting. But more importantly both Motabar
and | regard art as knowledge and | have witnessedystematic, scientific approach in
teaching it to his students. | want to be his tooparticipate in the “ongoing discussion” of
Modernism in some form. | must. | want him to begant in my writings for his dignity and
his love and respect for art and his students. EBéarch must reflect his views.

May 23% 2002, Mr. Motabar's atelier

It is my last week in Tehran and | have come ta@ Wk. Motabar and pick up some leaflets
he promised me. It is very nice to see him andaltshoticing the books that he has
everywhere. They are both in Farsi and EnglishisH#aying Baroque music. The cluster of
young girls (5 of them) sitting around the plastast in a semi circle with their clip boards
and concentrating on their drawings, is very béaluand peaceful. | imagine them in a
painting, they all have ponytails bunched up intbua. This accentuates the roundness of
their heads, | notice their necks and shouldenssh | could paint this. This reminds me of a
painting by Matisse in Morocco, | am reminded ofmire round turbans.

I have taken my niece Saara with me, | introdugetdi®r. Motabar and as they engage in a
conversation | continue looking at the backs ofytbeng girls drawing. | ask Mr. Motabar if
he has painted this and he laughs...

I notice the computer desk, | think | had misselst time | was here, and there is a young
man working at it. | also notice the black and wiphotos of Degas’ dancers and Picasso’s
atelier.

Mr Motabar asks me how my research is developingd,ldell him about the teaching | have
observed. | also tell him that the extreme diffeemin the behaviours in private and public
spaces are really interesting. He looks into myseged smiles. | also tell him that | don’t
know whether | am right but | think when it comespracticing art, everyone seems to be in
such a rush! Mr Motabar says that in his opinioraasation “we are extremely intense and
this gets in the way of contemplation and introsipac.. He says “We eat too fast, we make
love too fast, we are in a hurry all the time. Blesias artists as soon as we sell a few pieces,
we become arrogant and stop working hard. Yes tisesemething in what you say, the roots
of it are that we do not appreciate art or thegbthe artist profoundly enough.”
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The doorbell goes and two young ladies (17-18) conteke their headscarves and coats off
and excitedly show some drawings to Motabar. Theyd architecture, of buildings. He
spends a few minutes studying them. He then paihtsie and says “You could have been
more brave here... you seem so afraid... Hers is nicpkarly special but she has broken
what she was looking at into sections always watgfor the proportions and attending to the
proportions in each section. | shall fetch you thabk by Seyhoun ( a renowned architect and
Head of Visual Arts at Tehran University decades lagfore the revolution

He then addresses both girls “The background shioelldonsidered more seriously... don’t
lose the quality of your line, you must show yomtention. If you cannot see the windows
well enough, imagine yourself in them, standingtlbgm...the negative spaces, the dark is
important space.”

At this point one of the girls asks him to draw wha means. They all move to the desk area
at the other end of the large room. The bell g@ggnaand someone lets in two young men.
They get a chair and set themselves a place to.draw

Mr. Motabar comes back after a while and remindsterieelp myself to tea. He says “In art
very few people can hope to be gifted, geniuses.t &weryone can be hardworking.
Working hard and systematically creates potenyialib be in a hurry is of no use. Quantity
is also important.

I ask him about his views on gender. He tells na biefore the revolution gender issues were
evolving and resolving...but now | should see for eifs.

He sees something and goes towards one of the. gifon’t make scratchy lines back and
forth, look and put down what you can see...| domibw how you can draw and talk at
oncel!”

H comes back to me. We talk about my work and Mshom some photos of my tall and

black pots. He says some interesting things abamuesof them and then turns to my niece
and says “There is suffering here, suffering hadarthem beautiful, artists suffer.” We talk
about my return to England and he says he missgeplilife classes’.

It is just before 6, p.m. and we decide to leave Mistabar to his students.
Oct. 10", 2002 , Motabar's atelier

| have just returned to Tehran for the second fegydata collection.

| have two catalogues of DS’s work, and my onlycpas copy of Euan Uglow’s show of
1998 for Mr. Motabar.

I ring the doorbell and go upstairs. | have alreselgn him at Tehran University so he knows
I am back. He greets me gently and looks at my andtsays “Are you cold”. | reply “No,
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but | don’'t have a summer roopoosh” and we laughhbss lots of students working. | go and
take my coat off and sit down. After 10-15 minukeslooks at me and says “you remember
that you can serve yourself some tea”. | go to mmme but the pot is empty. After some
moments he goes to the kitchen area and makesawiieoks at me and smiles.

I have unpacked the chocolates | brought him aedtle of catalogues and put them on the
wooden arm of his chair. | put myself on the beoctered with beautiful worn rugs. | look
at the feet of the two young men who are drawirgdj@changing ideas about their drawings.
They are wearing such wonderful, the state of tie sneakers. | decide to photograph the
shoes of young people in Iran.

Some 45 minutes later Mr. Motabar comes and joiesirput down the article | have found
and am enjoying reading on deconstructing art wargiguing it. He looks at everything, all
the catalogues | have brought him. I sit quietlgei he looks up and says “I am seeing this
too late in my life”. He is looking at Uglow’s pdings. He is almost inaudible. | say “It was
the only thing | had that | thought you might likklso DS’s catalogues.” He looks up and
says ‘How you flow on us. | am surprised at his choice of words, it is afhpoetic, well it

is poetic. He then says “You understood my nedds’gets up and leaves me to attend to the
students in the end room. | feel very good abositréaction. What a phrase ..How you

flow on us!” As if | am a river, how nice.

When he returns | explain that DS suggested, judgyn Motabar’'s drawings, that | should
take him a book by Muybridge because he would bEreésted in ‘movement’. Motabar says
that DS understood well and is right. Then | expltiat | could not find a book I could
afford, but also wanted to show him Uglow’s workotdbar does not say anything and keeps
looking at the reproductions in the catalogue. ldmis to a few and says that how nobody
would understand it here, meaning in Tehran. | khewneans the intellect and the exactitude
in constructing meaningful surfaces. | say thdiink lots of people would understand it, it is
not hard to understand, also because his worklieauotiful. People understand beauty.

I drink my tea and watch his students. He is gageera It is nearly 6.30 pm and students are
preparing to leave. When he returns, he points etwhilst talking to a woman who is
drawing, and says, “You can see that she (Mehv@gher tutors a hard time, can’t you”. He
uses “geer mideh” and he says he wishes he halergtwho was like me and “geer mideh”.
We all laugh. He then for the first time introduees the student body aloud and says that not
only | wrote down his responses to my questionsfodly, but | also read them to him to see
if I had interpreted them correctly! He then shakisshead and says he wants a student like
Mehri.

The student ask me about the exhibition at the Musas New Art or Conceptual Art. | say |
have seen it. She asks me what | think of this tfpat. | explain. She is surprised. | say that
the Director of the Museum is, in my opinion, aywefever man. He is attracting young
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people to the museum and | say that | thought tiaditgy of work was good. Motabar says,

yes but it is a Museum, not a gallery. We talk acbuhe subject and Motabar says that
conceptual art is a development of Modernism aiadl tie students are now hanging to this
‘concept’ thing and overlook the proper paths tovarat art issues. He believes that the
processes of understanding, the mental journey foewing, understanding the anatomy,
thought and perception are avoided for the saleeofg so called ‘up-to-date’. He believes

that ‘ART’ is a concept. | tell him about how at mghool there is a great emphasis on
drawing. He listens to my description of the lifeags for all first year students and

subsequently for painting and sculpture studentamne else who wishes it. He says that
he would like to organize a talk for me at Azad Wémsity. To tell the students about all this

at Azad University which is a private universityatthas a reputation for being more free in its
approach to education including art education. &les shat | should think about it.

We talk some more and then | leave. The woman gives lift to the nearest taxi place in
her beautiful white old, old ‘beatle’ with all thaiginal fixtures. She says lots of people are
waiting for her to sell it or to die, but she hasintention of either, she occasionally pulls it
out and does not want to part with it. | tell Heattl would never sell it if it were mine.

| see Mr. Motabar at the University on thé"#hd he says, “Yes...yes, | was thinking about
you and what you were saying about conceptualaad, the young's need to find ways of
expressing themselves meaningful to them, | likegidu were speaking for yourself without
taking sides. Write them down, write them down. 8egu can prepare a talk.” | tell him
that | am off to the Sculpture Studios to observe Daresh’s class, and that two talks are
already organized for me, his eyes light up, andays, “I knew it”

Mehri’s exhibition, January 2004

Mr. Motabar comes twice. He listens to everythihgttl say or others say. He does not say
anything, just looks at everything and meditateshenprints for some time. Before he leaves
addressing myself and his two companions he says“iB serious work, it is a serious,
sensitive and intelligent address. This body ofkngirould be left here in Iran.”
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Appendix 10: Paryush

I met Mrs. Paryush Ganji-Khayam at Al-Zahra Univigréwice, and followed her class with
2" year students specializing in textile design. Be#issions were about work in progress,
transcribing colour and design from the Moderniists an imagined design and outcome for
a summer headscarf. She was not recommended ty the Dean, | found her in the garden
and asked her if she was a tutor and if | couldagber class and spend an hour with them.
Paryush thought this was an interesting proposéaiwh asked me why | wanted to do it. Once
| explained to her that | was a researcher fromigeusity in England, she participated with
great enthusiasm. After the second session | as&etbr an interview, and within a fortnight
she invited me to her house for the recorded ierbecause she though it quieter than Al-
Zahra University campus. She gave me a copy ofderse outline and her CV.

19 November 2002, Recorded interview with Paryush &hji-Khayam at
her house in Chizar, North Tehran.

| arrive at her vast and beautiful apartment iwa $torey house at 3 pm, where she comes to
the door downstairs through the leafy garden totme= She tells me that they share the
garden with the family who live downstairs. Paryusha practicing and exhibiting painter.
Smiling and proud, she shows me her large studiactwlopens to a small balcony
overlooking old and magnificent plane trees, logkiat her paintings she says “From
geometry to Rothko”. | photograph her next to anpag of approximately 3.5x2.5m in
progress. Paryush is in a long straight skirt amatching long sweater/jacket in dark
purple/aubergine, over very similarly coloured tgyiHer sitting room wall is a patchwork of
2D art, the wall itself is hardly visible. Almostl @f the paintings are by Iranian artists.
Traditional turquoise blue pots and kelims and ruggeometric designs and warm reds
punctuate her living quarters with colour. Her opaintings are minimal in pallet, lots of
saturated deep reds and bright orange reds, ankisbi&he has had numerous exhibitions at
home and abroad and has had residencies in Omadapad in connection with her research
in textiles. Paryush is calm with a sense of pugpiasher conduct. She is a combination of
education and sincere sense of tradition and Inacugtural identity. She is happy to see me
and offers me wonderful tea served with dates.tlrpy questions to her over tea and she
responds as follows.

Before | respond to your questions, | would liketétd you how much | admire you and the
energy you expend, your enthusiasm, in what youdareg in your research in Iran. You
have come with courage posing a set of questioral tof us at difficult times, hoping to

reflect on a near to the truth picture. This iseyavho would do it? It is important, very
important, | believe there is very little awarenass differentiation outside Iran between Iran
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and its neighbouring countries. The pictures froMfghanistan and our geographical

proximity to it and a number of other countriestive region do not help us at all. |1 have

travelled extensively in Central Asia, TajikistandaTurkmenistan, and things are different
here in this country even at these difficult tim&s, are not known for who we are as a nation,
and the way we are in our culture.

To respond to your question on the infra-structofréghe course design and my teaching, |
proceed with a programme which is flexible but tten down. | have created the structure
of the courses | teach. | have been engaged ihitepart and Textile Design at Al-Zahra for
the last 18 years, | have worked in a number ofemities and still do at Honar University,
as well as the National Heritage Foundation, s@vehexpertise in my discipline. At the
outset (of the Revolution) there were a thousarlare methods and procedures put forward
by a an ‘abstract’ committee elected by the cemmakernment. But seldom by specialists and
therefore not of much use to the student body hedtitors. | came in, returning from a job in
a textile museum in Washington, with two other ¢sdione an architect trained in Iran, and
the other a fine artist from Beaux Arts in PariguYsee my husband and myself said to one
another one day, let’s leave this golden cage Whashington, it is enough, so we returned to
Iran in those dark days of the war with Iraq. | @asught and developed my teaching as an
specialist in the field and have written a verycfie structure for each year. This is based on
my education and training in Iran from the age & th pre-university art school
(Honarestan), at Central St. Martins and at Chefse&ollege in London. | also spent one
year at the Beaux Arts in Paris. Never finishedtlaing. One did circumnavigate the globe
those days in a confusion of leftist ideology amditizal identity. Cuba was the big one on
my list... such illusions...!

| believe the student body today is much more sgaliand clear about what they want; |
admire this quality, their lives have been tough tlsey understand much more than | did
when | was their age. | am close to my studenty thlk to me and as you know in art one
makes personal relationships, my students give mergg... However, the period of
‘educating myself’ followed by employment in Gerrgaand the US. Now, based on such
experiences, | have written the programme, gragdadhed it down, and | can say that we
have reasonable results. Two of my students froriil€eDesign have gone to Japan to do
MA degrees and are both now scholarship studeats tiengaged in PhD research.

In our ‘crits/judgement’ (pronounced as in Frenghojman’) sessions right through the
academic year we have an open door policy and nm@inyus from other disciplines to

observe, as if an open lecture. Each student preskeair work and others comment and
examine the quality of colour and design, andetatronship to the task set. The end of term
guestionnaires express some satisfaction fromttigest body. | insist | must be left free in
judging the course design/programme, | insist onBiing autonomous on the issues
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regarding course design is related to who | amrapgersonal understanding of art as well
as my expertise. | have worked with several DeBnsfFaramarzi was one of them and he
was always, always supportive of my efforts and oereged me to continue. His
understanding and encouragement was vital in mfepsmnal development. You see, | am
someone who paints regularly and holds exhibiti@pgntaneity is part of my mind set;
although my work is highly ordered and geometricamcept. This is reflected in my course
design and the way we work in class. For examplkei\l was the drawing tutor at Azad
University | got my students to wear tight lighottling and pose for the class. This exercise
had its uses in that the structure of the musabestdcbe read. | found a complete skeleton
somewhere and put it next to the model for the dempntary architectural structure to the
human form. One can improvise, it's a language ewstdnd 90%, express 70%. | arrive at
these decisions about both my art and my teachimyigth remaining active myself and open
to new ideas that broaden my way of doing thingie famous saying from Madineh Fazeleh
‘do not enter if you do not grasp geometry’ hay@alslic meaning for me and is never far
from my mind.

One reason for my having survived professionallpesfact that | am a sessional/invited tutor
and not a tenure tutor. | am not a member of thieiaf academic council. If the authorities
are not satisfied with the way | work, they careasle me. | have resisted the permanent
academic status so far, it is ideologically bounbis is highly significant in not becoming
involved in the processes of self-censorship. isteself-censorship, | get up in the morning,
put my lip stick and my scarf on and go to worlgeled the income. | have supported my
family financially all my married life. But it mudie said that the developments in codes of
behaviour and dress in the last few years compaithdl8 years ago are astonishing. We are
moving forward. Sadly, in the West, there is nosmousness of women like me in Iran;
there are considerable numbers of us contribuéind,defying restrictions as much as we can.
| for one refuse to apply self-censorship and tn@isthinking freely, despite the head scarf.
You cannot touch my mind.

I cannot control the number of hours that is alledao the subject areas. These are too few,
only half a day or one day per week in the speratibn studio is not sufficient to develop the
potential of a student. They have so very manyexibjto deal with; it is unbelievable the
range subjects they have to tackle in an art progra.

November 4 2002, Al-Zahra University, Paryush GanfKhayam

This is a ‘crit’ session first thing, 8.30am. Siiglh drawing tables of 1.5X1m dominate the
room, they are similar to the type architects tisere are also a number of small desks and
chairs. There are seven students selecting wogoton walls, two more arrive a little later
and quickly unpack their folios and put up work.eTiutor is working with the students to
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make these selections. Light is flooded in throtlgh big windows at the end, the trunks of
the plane trees shine with light, outside. Some frasses, | take photographs.

The tutor looks around and addresses everyone.tadkehas been to transcribe a painting of
your choice from the modernists to develop yourmgd& designing an imaginary chiffon
headscarf, considering colour, form, and dimenssuiisble for the summer.”

Three painting students come in as observing gaestdind a spot and listen and watch.

There are transcriptions from paintings by Waskiydinsky, Pablo Picasso, Henri Matisse,
Marc Chagall, and Fernand Legér. The tutor asksiybone has looked at Paul Klee, and the
response is that there were not any books in brarl. | am reminded immediately that Dr.
Shad, Head of Painting at Al-Zahra reminded me ¢otion the shortage of resources, very
small art library and lack of up-to-date books in maport.

Students give their responses to each selectiomook. Terms like freedom of form and
colour, translucency in relation to colour and ttea of the ‘chiffon’ as a material; the
freshness and degree of dilution in colours is restéd to dense and saturated colour. The
term ‘pokhteh’ literary meaning ‘well-cooked’ isetsto support the latter! An idea emerges
that simplicity or lightness of brush-marks or desi is a good thing, that work does not have
to show the ‘toil’ of the painter. It is implieddh‘less is more’ is desirable though often a
difficult goal to achieve, requiring deeper undansting of design and idea.

One student has taken the colour ‘deep red’ frgraiating by Picasso and has worked with it
rather than transcribing a whole picture. As alidbere are a selection of deep cool reds, to
cooler reds and mauves, to deep purples and vidieish discussion is encouraged by the
tutor around the thinking processes of an artiss.Nbanji makes a point of conceptualising
colour so that it also becomes an inner sense amwkgs. She says: “work-think-experiment
until it becomes a cycle in your head”. She corgswith words such as “perseverance,
decision making, and outcomes as part of the cycle”

Another person’s work is critiqued by a fellow statl as over linear and regimented and
more like wrapping paper than a summer scarf. Tagsaiscuss how summer colours might
be reminders of summer light, smells, and everofies. Yellows and limes, and pinks are
discussed and recommended as colours that ‘jumpaadt catch your attention. Sense of
touch is mentioned in design and in colour.

A transcription of a painting by Matisse is detarad by everyone to be successful, the tutor
discourages the use of terms such as ‘I likeiit§ good’ and suggests that they are not fit for
an artists. She says that the students should tmpderstand something about the work, how
it is done, and why it is done in that way. Shesiisson persevering and thinking about ideas,
or repeating ideas. The tutor asks whether thev&aupalette’ was considered in this
transcription. Many say not. Much discussion islleout fresh colour out of the tube.
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Before the session finishes for a break, | aslstbhdents about the range of subjects they do, |
am given an endless list: history of painting frat8" century onwards, history of
civilizations and their art, photography, colourperments in natural and synthetic dyes,
photography, history of costume design, historyteftiles in Persian antiquity and the
development of pattern. Everyone complains aboligioes studies being repetitive and
redundant because they have been studying them ginor school. One student mentions
the lesson on ‘Repentance’ or ‘tobeh’ and saysttiet have not done anything to repent.

228



Appendix 11

Appendix 11: Mr Zargham

24 April, Tehran University, Mr. Zargham, Year Il, Painting

I find Mr. Zargham and his students setting offwpiints, boards, and low easels heading for
outdoors, on the campus. | follow them and in ondatr to disturb anyone I find a spot by
running water and sit on the ground and write mjesoThe students find patches of the
garden and set their work up. | overhear some stadgiscussing the clothes Sales! Two
students use their mobile phones. Some studentsaveatton overall to paint in. Gradually
everyone chooses a subject and proceeds with wdtee. some time | take a walk to look at
people’s work. Mr. Zargham is in discussion witlstadent who has not brought the right
canvas: “How do you suppose cardboard would bengfuse to you? Your paint is ruined
just as soon as you put it down. You could havieadt applied a little linseed oil (roghaneh
barzak) before starting to use your paints!” Aswaks away from that student, he tells me
that he teaches colour, and that ‘proportion’ Egmificant part of his teaching. He explains
that last term there were 30 in the group, and tieme now been divided into two groups of
15. He says that today the class will develop sekiés in observing the quick changes in
light and colour outdoors. He says that the asadine these days in early spring, and the
students would benefit from being in nature, helesnand says that it is not a bad thing to
sense colour, and touch. He leaves to attend tovtrk of four female students who have
formed a cluster, none work on easels, but havbds3ds. | notice that several have chosen
to paint the trees, one in particular has locatetes in the distance behind the trees and has
carefully studied it in blue paint. Almost all cases are bought, they are secured with shiny
drawing pins on the edges, this is the characierdt manufactured canvases. One girl is
painting the tiny pink roses in bloom on a blackkzaound, she is very fast and puts down
some very bright and lively pinks. Her friends coemnhthat she should have brought and
embroidery kit instead! She laughs and says “Ingoessm”.

20 meters away, there is another group of studesitsting, the one in a white overall is
painting the landscape around him. He says thditalsebeen discussing his palette with Mr.
Zargham and they have been talking about treeshawdrees don’t have to be brown at all.
| photograph him and choose a spot to write mysiote

Mr. Zargham comes to me and says that painting dotwith intuition as well as technique
and expertise. He says “Painting has to happeddribie head first, some equations with the
inner soul must take place. He says that he ishwagdo see how the students develop their
palette from the three primary colours. He thersgagt a painter should awaken the innate
genius, the instinctive consciousness.
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| ask Mr. Zargham whether any of what he says ngthang to do with his Islamic beliefs.
He says “Whatever you want to call it, Islam, Islandentity, truth.... It has to come from
engaging with the paint and the mind. It is neagsgadissolve into the work, into the idea,
into the sensory explorations, and that is trudlentity, Islam..... all these things will mean

the same thing.... They become one thing.”

230



Appendix 12

Appendix 12: Taxi Drivers

January 6th 2004

Taxi driver the civil engineer, orange taxi hailddwn in the street; the journey from Al-
Zahra University to my residence

“You don’'t mind if we go from the highway, avoidifgiavaran and Dezashib
streets, we'll cut a lot of local traffic there!. Are you an academic, you look
like one! Do you teach at the University? ...| amravarsity graduate. It takes
one to know one! | am a civil engineer from Shéfifiversity. Oh you know
Sharif University; it is one of the best in industrand mechanical engineering,
but it is not in a neighbourhood like this. It issouth Tehran. You don’t happen
to know any professors there, do you? Right, yee dibroad, | could tell... Well
something about the way you were standing, not ytothes so much, ...but
something different about your expression.... Watlight as well tell you why |
am driving a taxi, being a graduate of Sharif Ursitgy and all that! | have two
little girls and a lot of other mouths to feed! T@evere no jobs for a young
graduate when | graduated..., a few years ago noey Fhy it is better now, for
employment | mean, but | don’t think so....I am thengration that witnessed
the war with Iraq, it was damaging, it damaged tta@son. If one was not killed
in it, through sheer good luck, it left deep psyogaal wounds....I see it in
myself, | am restless all the time, a bit mad.... iEifethere were suitable jobs
available, do you think | would have the state ahanmto cope with one! All
those bombardments....I feel agitated just talkingualit.... No, if you were not
here during those years when the world sat sileamly let it all happen to us,
when Sadaam was armed up to his neck by the Wédt tme million youth,...
then you would not understand what | am sayingdo gow! You will excuse
me of course for being so blunt....”

“Here we are, please will you allow me not to cleaygu your fare? | mean it,
be my guest...it would be a pleasure, | have takan fgo granted, as though
you were my sister, and given you a headache taonmuch.”

January 30 2004

The retired army officer taxi driver, private tagalled by phone; journey to Tehran
University

“Excuse me... did you ring for your taxi twice thioming? | am sorry if you
have been waiting for 25 minutes, but | was toldptok you up only five
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minutes ago! ....Look, | am going to try my best and through the traffic
going from the back streets and get you to youmoagpment.... There was no
need for making you wait in the street all thatejnh have been sitting in the
office for the last half hour to be given a passengout nobody told me... You
see the owner of this taxi agency has gatheredisltronies and gives them as
many journeys as he likes, but | am just an em@ayeot a relative... and if |
object, they will just say do not come to work letmorning! They do not
understand what management means...they have naraitidirecting’ fairly
and systematically! It is just like the governmam, planning, no management,
no justice, nothing for our youth...with this highteaof unemployment. No
wonder they are becoming drug addicts, so manydeakgs.

We are not a poor country, we have oil, we have washave a great wealth of
minerals. We are practically walking on gold, bug thave no management, no
direction. All this government does is regarding gromotion of the clerics and
the most fanatic ideas possible. Nothing to do wstam. Nothing at all to do
with Islam. Some narrow and self-beneficial intetption of Islam. These
clerics do not understand ‘ideas’. They do not pssshe expertise to cope with
ideas. They do not understand the concept of fipadicies and long term
planning. They do not understand the relationstbpsween inflation and
economic growth....look at the population of Tehnaore than a third of it are
villagers coming to look for work... how can a clevito has been practicing
praying all his life understand these concepts...rel are our leaders...just
because they attend public prayers they get pBstrctly like the taxi agency.
Why do you think | am driving a taxi...because | néfael money. | am a retired
officer and have to supplement my income....

“Here we are, at Tehran university and it is onaute to 10! And you are going
to make your appointment! ...1 told you | shall pugy mind to it....I did notice
though that you looked a little pale when | wasrigaown that stretch on the
highway, but we made it on time!”

232



