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tarh drawing, sketch, proposal, plan,
proposition
(plural: tarh-ha)
*tarrahi design, sketch, draft
(plural: tarrahi-ha)
tarrah drawer, designer, draftsman, someone
who proposes or plans
(plural: tarrahan)

bl

manzareh view, projection,

landscape, vista, scenery, sight

(plural: manazer optics,
perspective, viewpoints)
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mosavvar (adjective) illustrated, illuminated,
imaged, created, formed, shaped
mosavvar-sazi illustration, illumination,
embellishment, representation, imaging
nimeh-mosavvar rebus, half-illustrated,
semi-represented

tasvir image, picture, photograph, depiction,
portrayal, photocopy

(plural: tasavir; adjective: tasviri)

L5 | khatt script, line, mark, handwriting
bghs | (plural: khuttut)

Gy k> | khatt-e tasviri image script or

visual script

KH-T

L4
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*nagqashi picture, painting,
drawing, illustration, variegation
(plural: naqashi-ha)

\E

naqashi-ye miniatur \
manuscript illumination, also
known as “miniature painting;”
direct Farsi translation of the term
used by Western art history to
describe “mosavvar-sazi”

ool A

N-O-SH

o &
0 ®

O3S i

2y AL

naqash painter, drawer, artist,
someone who colors or variegates
(plural: naqashan)

olal

v

naqsh o negar patterns
and motifs

Sy i

naqsh-ha patterns

o i

G

-
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abr o bad marbling, using foam
rubber; literally “cloud and wind”
abr-sazi marbling; literally “making
clouds”

addw

saligeh taste, style, preference, mode,
way of doing

T<" € ™

o ail> ail>

Y

tarbiati related to education,
training, upbringing, manners;
pertaining to the instructive side
of education

hashiyeh margin, commentary,
border, fringe, edge, hem; a marginal
note or footnote

(plural: hashiye-ha)

=

9

parvareshi related to
nurturing, growing, rearing,
development, acculturation,
cultivation; pertaining to the
formative side of education

khata’i decoratively applied Chinese-
style floral scrolls; a shape often used
in carpets

Lo )\

negareh-ha motifs
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A NOTE ON THE TRANSLATION

In this schoolbook, the English translation has been limited to an intervention along the borders of the page. A
decision has been made to retain the transliterated form of certain words from the original Farsi. These words have
beenarranged intoa ‘translation landscape’ of associations and possible definitions. Indeed, as Ludwig Wittgenstein
wrote in Philosophical Investigations, “any general definition can be misunderstood.” The words “tarrahi” and
“naqashi,” for example, bear only a partial relationship to the meaning conveyed by one of their many possible
counterparts in English: “drawing” and “painting.” The tradition that comes with “drawing” and “painting” in
European languages—shaped by the development of Western art history from Renaissance notions of “disegno”
to the Modernist “easel painting”—does not apply congruously to these words in Farsi. To further the example’s
complexity, the words “tarrahi” and “nagashi” originally entered Farsi from Arabic, and their connotations in both
languages differ. This adds multiple, unconscious references of association, based on whether one looks at these
words from their daily use, linguistic history, or conceptual potential. The root of “nagashi”—N-Q-SH—gives rise
to words related to colouring, variation, and producing difference: “painting” may thus be derived from this family,
justas much as “debate” or “disagreement” can. The configuration of these meanings is additionally related to the
shape given to them by time: the experience of “tarrahi” and “nagashi” opens multiple histories of schools of seeing.

By leaving this landscape as a palpable experience throughout the schoolbook’s translation, the translators’ intention
is to present a text as all-too familiar, yet inevitably unfamiliar. The sketched-out lines of association provided
in the following translation landscape may be used as the basis for a reading that proposes the simultaneous
variation of form and content and the blurring of meaning’s presumably fixed edges.
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One day, a young
relative of the Imam
[Khomeini] goes to visit
him. The child greets
the Imam and shows

him a beautiful nagashi.

The Imam looks at the
nagashi closely and
asks him, “Did you do
this yourself?” The
child answers, “No,
someone else did the
naqadshi, | just added
colour.” The Imam is
very pleased by the
child’s truthfulness and
tells him, “Barikallah
[congratulations] ...
you've done a very good
job with the colouring.”
He then rewards the
child with a box of
coloured pencils. This
makes the child very
happy. He kisses the
Imam’s face, says
goodbye, and leaves.
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IN THE NAME OF GOD, THE MERCIFUL,
THE BENEFICENT

Respected Colleagues,
Dear Teachers:

Given our faith in the idea that art will
transform small windows of enthusiasm
and imagination into channels for
innovation and creativity, the Art
Committee of the Office for Planning and
Writing Textbooks initiated a survey on

a tarh for the renewal of art activities in
schools, after reviewing and studying the
views of art teachers and instructional
committees and comparing them to the
principles of art education in Iran.

The positive reception of this tarh by
artistic colleagues and its approval by
experienced art teachers, as well as the
inclusion of others’ recommendations,
allowed for the foundation of the

new programming to be laid. Its

most important points include the
establishment of practice-based
programs, in accordance with student
age groups and the country’s different
climate conditions, as well as initial
preparations for increased hours and
measures to prevent a lack of focus in
the topics covered in this subject.

Profound studies have shown that
foundational instruction on this subject
in most countries around the world

is based on visual arts and that none

of these countries attempted to offer
instruction on other artistic disciplines at
the foundational stage. Instead students
could continue with their interests

in other artistic disciplines through
sufficient resources and specialized
instructors available during extra-
curricular hours. In viewing these points,
we have given attention to this matter
and decided upon dividing artistic
activities in our schools into two groups:
individual artistic activities and group
artistic activities.

1. Individual artistic activities will be
held during the hours allocated for

the lesson, utilizing the text of the

book and its accompanying exercises.

In addition to the books’ content,

other complementary programs have
been planned in the same subject;

instructions for these programs will be
communicated separately. Evaluation
and examination for the subject of art
will take place in the form of written
questions based on classroom activities,
and will be taken every trimester.

2. Group artistic activities, including
performing arts, theater, revolutionary
songs and anthems, journalism,
photography, etc., will be executed
within the framework set by the

council of tarbiati and parvareshi, under
supervision of the respective instructors.
Given the importance and significance of
each of the above mentioned activities, it
is necessary to take fundamental steps in
training instructors specialized in each of
these arts to prepare for collaborations
with parvareshi coordinators.

In the new editions of the textbook,

we have chosen a step-by-step method
forart instruction. With this method,
the basic principles of visual arts and
the way they are applied have been
presented; the same has been done for
the calligraphy section. We hope that the
desired results will be achieved through
the patience and close attention of our
esteemed colleagues.

Furthermore, in order to gain better
familiarity with our own culturaland
artistic identity, we have, for the first
time, as an accompaniment to each
lesson topic, included relevant examples
of authentic Iranian artworks and
Islamic art from an Iranian context

so that our children may be able to
discover and have access to the rich
heritage of Iranian and Islamic arts.
They will also become acquainted with
artists who have taken genuine steps
towards the revival of a responsible and
sound form of art. We would expect art
teachers and art committee directors
to send any suggestions, criticisms, or
views pertaining to the shortcomings
of this book or its completion to the
attention of the Expert’s Office of the
Art Committee of the Office for Planning
and Writing, for which we shall be

very grateful.

Office for the Planning and Writing
of Textbooks
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FIRST LESSON

Dear Students:

In today’s world, to
learn the art of nagashi
means learning the
alphabet of a new
language. Early man,
before learning
toread and write,
communicated his
opinions to others by
making naqdshi of
simple tasavir.

Many years would pass
until humans were able
to create a khatt from
these early tasavir. This
first human khatt is
called khatt-e tasviri.
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Therefore, today’s
writings and khuttut
are the result of
changes and shifts
in those early signs
and symbols.

The nagsh o negar on
ceramic vessels and
other handmade things
were also a kind of
tasviri expression which
is today called tarrahi.

In other words, tarrahi
is the main foundation
of nagashiand is used
in many branches of art
and industry today.
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Look carefully at

your surroundings.

All ancientand
contemporary
buildings, handmade
things, and industrial
machine parts were
first made into a tarrdhi
upon paper by a tarrah
and then produced

as objects.

We use different tools
in our everyday lives.
Have you ever thought
about making a naqashi
of these tools? You
can begin with very
simple examples.
All'you need to do is
look well at nature

or anything you find
close to you and then
use a pencil to make a
naqashi on paper.
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HOMEWORK

1. Make tarrdhi of
examples of ancient
naqsh o negar around
you, bring them to
class, and discuss them.

2. Place several books
on top of each other,
make a tarrahi of them,
and bring it to class.
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SECOND LESSON

To begin the work

of tarrahi, first use
straight, simple, and
faint khuttut to make a
tarrdhi of an object of
your preference, then
attend to the details
and correct mistakes
through comparison.
After completing the
tarh, add shading and
highlighting to your
tarh with the help of
your art teacher. This
will add to the beauty
of the tarh.

Tarrdhi can be made of
empty boxes in large
and small sizes.

It is best to use regular
soft pencils for tarrahi
and naqashi. You

can colour compose
your tarh with the
advice and guidance
of your art teacher.
Pay attention to the
different stages of the
tarrahi below:
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Attention, much
practice, neatness,and
cleanliness as well as

having the right kind J‘ﬁﬂ.ﬂ’bu‘}mﬂuﬁ'}wil-ltj}‘k:] 'I“IJ*.;‘I'.I'.,F-"“:;-""

of work tools will have

a great effect on the H;&—ﬁ#l}upr}mh#mgr’i;@hﬁflm_-._lh

beauty of a nagashi.
Preserve your works "'li ":".'I'"'! h“
with care, neatness,
and order. Place the
date of the tarrahi
on the left hand side
of the paper.

HOMEWORK

Construct a cube out

of cardboard and then "; HJL ol sas i e oy 1_‘|i- .|= -u‘-l:-l- "II

make a tarrahi of it.
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THIRD LESSON

What geometric shapes
have been used in these
tarrdahi-ha?
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Are there things in your
surroundings that you
can make tarrahi of?

In the previous lesson,
we looked at how
tarrdhi begins with
faint, thin khuttut.
These khuttut then
become darker, and
through shading and
highlighting, the tarh
becomes more distinct.

Ask your art teacher for
practical advice on how
to create shade and
highlight. Shading and
highlighting are very
important to nagashi
and can be used to
make a surface appear
flat, raised, or hollow.

With careful
practice, shading
and highlighting

can be used to make
a tarh appear soft,
rough, or shiny.

T ol LT a3 il o i e on et il M s A
e FTUE F E F R g e
A5 iy g A e c,aL’-..'.:-"u il el by 5 s *-':;.r..; b pas
gl anl gy e placnl o gh o e ) oty ke By 3y g ol g
L e s il | e ) i n e ) ) o) e ey i s

o sl 2 8
L S il g ) e aptpg b b e i g o 3 ) 0
ala p

Ll

G



T1=<" € me®

—
=z

FRRE 5 P 7P SO R I N e
] e y s [

iy

Look carefully at the
tarrahi-ha below. As
you make a tarrahi

of them, describe the
geometric shape used
to compose each.
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Geometric shapes are
applied a great deal in
Iranian architecture.
As you can see, Master
Zaman Zamani has
used them in this
watercolour nagdshi.
Can you make tarrahi
of the geometric
shapes you find in
the houses of your
neighborhood and
bring them to class?

HOMEWORK

Make tarrahi of the
following geometric
shapes—a sphere, a

cone,and a cylinder—
and apply shading and
highlighting.
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FOURTH LESSON

Can you make a tarrahi

T.IJ u"I} L L‘idh" M lJ' ﬁlﬁ-ﬁ -'..h"" ‘Elﬁgi' L'.l of a manzareh of trees
;1_._” in.l_'u—il.ﬂl “1‘ o t-l \". . i i I-__, ‘E b ﬁujijl Ll"l'} in different formations?
T < O ﬁ;;*—;‘-éﬂiﬁ*ﬂﬁ'ﬁgﬂﬂ-b;t# 3y I|..i...,. 3 Tarrdhi of dried or
broken trees can also
it alic) o 55

be beautiful. Ask your
teacher for help with

creating shade and

_l‘ - — - = | } -:.-
r#""ll x_‘_ Eh oy l o . ‘ - highlight. You can also

& .
= use coloured pencily

%

or ballpoint pens
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highlighting.
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In the examples below, &*Lﬁﬂmllﬂﬂhmﬁﬂ#*ﬁwﬂ ..F

pay attention to the .
hollow at the base of -ﬁﬁ*‘j l'ﬂ'ﬁd i et d + Jj.ﬂ" l-'FLH il

the tree and the variety -
of simple khuttut used ] o i ]
for the street paving
and tree trunks.
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The late Sohrab Sepehri
was a skilful nagdsh
and poet who loved
trees and nature

very much. He left
behind many nagashi
where trees are the
main subject.
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In the past, the [PIETRE PO S 8 T R 7 P s T I P e KPS
naqashan of Iran have . L

! also made tarrahi ““:I"’JE fh"“ I-'J."-'i'.l"' E,JL .lj "I""-J& E uh" "!I; - ._F'
of many different
trees in their works.
They have even been
inspired by the tarh
of trees in preparing
nagsh o negar.
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HOMEWORK

Choose one of the
subjects below.

1. Have you seena
manzareh where the
trees have been cut
down? Can you copy
a few examples of
cut trees?

2. Observe works

by major nagdshan
who have taken trees
as their subject for
nagashiand try to make
tarrahi and use them
for model making.

This will allow you to
use the work of great
masters to improve
your own skills; your art
teacher will help you
do this.

3. Look for tree motifs
in the nagsh o negar
on objects in your
surroundings. Make
tarrahi of these
motifs and bring
them to class.
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FIFTH LESSON

Look closely at these
tarrdhi-hd and their
stages. Now make

a tarrahi of them
one by one and with
care. Then complete
them with your art
teacher’s guidance.
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Large and small rocks ﬁJhFId#ilmlfl}dﬂyﬂn!'#rif‘c—.J‘ ] :ﬁnh.ﬁ":—
make interesting J'EL'JI'I'!..IE-’F 1';';;1'*-“ H'f@d‘ud.‘"ﬁf‘:} il I'-"I'I.

subjects for tarrahi;
looking at them from ...-I_j- ashiz| - .s‘."
different angles, make
a tarrahi of them.

You can use coloured
pencils, pens, or other
tools for the tarrdhi.
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Look closely at how
the ancient nagashan
of Iran went about

the tarrahiand colour
composition of large
and small mountain
rocks. Ask your teacher
for guidance about this
work, about naqdshi
as well as nagdshi-ye
miniatur and its global
importance.
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T AT O
HOMEWORK 2y -'F": e oy W
1. Make a tarrahi from

different angles of -l_jl ..-i‘r_* -i;- *kll' l-:'—- -ﬂ .Ib.- _';l = ]
a few rocks of your Hﬁﬁﬁjﬁﬁhiﬁ'*iﬁl-f

own choosing.

2. Draw a manzareh
with several rocks from
your own imagination.
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SIXTH LESSON

Do you see in this
tarrdhi how placing
rocks and trees next
to each other creates
a simple manzareh?
Copy it in your own
notebook; and after
showing it to your
art teacher, complete
itand compose

the colours.
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Make a tarrahi at home
or at school of the
different kinds of trees
around you as well

as of dried trees and
various rocks.

Also in this naqashi-ye
minidtur, the space of
the house and the trees
has been represented in
a simple way.
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The tarrahi below
shows an example of a
residential house and
its trees. You can make
tarrahi of different
manazer. Then ask your
art teacher for help to
complete and do the
colour composition for
these tarh-ha.
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HOMEWORK

Make a tarrdhi of a #iﬂﬂﬂﬂlﬁsfi}ih'h'ﬁ*i-ﬁ“b“ﬁ"uy

residential house and
its trees and show it to kel
your teacher.
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SEVENTH LESSON

The leaves of green trees
appear to be alert / each
leaf is a volume [of] the
Creator’s wisdom

Choose a leaf from
atreeoraplantand
make a tarrdhi of it.
Then, with your art
teacher’s help, add
shade and highlight.
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Iranian tarrahdn and JHJ'—-QLE_JL]—| Jh;l-:.: ,u:i-; .L'fil-g _'.!H“-_q“d-"l#l ;,'.-'Lii-_‘.;ﬂpJ}

naqashdn have been } = < - L s T a 4 4 T
inspired by leaves to J__""-_' 4 'Ir_{u"l_!l_.lh. I:ﬁl _|l e Jmi.lhmJL'“ .H'!J L‘u! t'irblﬁl Jl!l-l__ul'
produce a variety of _.l-_.-.h.-' “-IIE‘LJ"J e

different naqgsh o negar,
and many can be seen

in their diverse works.
Make tarrahi of these
works and colour them
according to your own
preference.
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You can use different

kinds of leaves to make I'J l'l':.-l'ﬁ '-’u l:-"!. ""FI-"'! "'I-Jl “":'LF' F"I"H E-I'FIII 'Ill e I‘ 'l?l"f-"'r
forms. To do this, paste Tl 5-“‘:1-’ I.I":LI"'- o i l:"t'JJ'l.l‘f Jl""i"‘n.l.— _g=i.'|__p:,| hi.ﬂ.:_:l‘h' g

the leaves on paper or =

cardboard. Then rub a Lﬂfqﬂjduﬁg'juﬁuﬂﬁ#kﬁwj _|.|'_F| ..F_,Gl-‘-ﬁﬁ- k Jgjlh; b‘-1
small amount of special B

oil paint on them with nomtla ol o

your finger until they

dry out. Autumn leaves
will give you more
beautiful examples.
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HOMEWORK Al i T
O LT i O

1. Make careful tarrahi Hr._. Ijh*{u—,“J‘,.‘JHrL"—hll al=a :I|1_IJ.1,1.F:.I.“—‘

of leaves from different
plantsand then ..J=1-|J

compare them. -h..IJIIEI wﬂ",*rwkm'l_.ﬁ_l.ﬂ-: .;;h'-_u J_';jl ld"—"'l.-'

2. Using the leaves of
trees, make a few forms
and bring them to class.
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EIGHTH LESSON

Look at the leaves
below. What do you
think the difference is
between these leaves
and leaves in nature?

These leaves have been
produced through a
simple hand-printing
process. Cover the front
or back of a leaf with
paint or liquid ink. Then
transfer it onto paper,
fabric, or any other
suitable objects.
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You can cut out
different types of leaves
from cardboard, thin
sheets of rubber, and
the plastic covering

of notebooks to make
stamps and stencils for
your hand-printing.
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HOMEWORK

Paste the leaves on
paper to make a subject
of your own choosing.
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NINTH LESSON

Spray painting

Look closely at the
tarrahi and naqgdshi
above. You too can
spray paint with your

art teacher’s guidance,

using a special tool
for blowing paint

or other rrleth_ods. L:J-'Iﬁ- jﬂ#ﬂ L‘u;h J::.:'rl‘lln_'l Jg*ﬁ‘ﬂl"—'u_‘-uﬁl}*
Anmentnaqashanc.)f j Li lhdj'.ﬂﬂﬁhhﬁvﬁiﬂjﬁuhﬁi e 1{!51'! 31 12 |

Iran have used this
method to produce .ﬂ'l.‘lﬁ e lﬂu ﬂﬂj ;‘1:",_:1 .II._—| M 4 % Iy |:H..
very beautiful hdshiye-
had and naqdshi-ha ”
for books.
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Make a tarrahi of the
form of leaves on
newsprint or any other
paper, then cut them
out so that you can use
the empty forms left
behind as stencils for
hand-printing instead.
It is best to colour in the
empty sections using
shavings from coloured
or regular pencils,
watercolour, ink, or a
brush, a piece of sponge
oracrumpled ball

of fabric.

This way of filling in
the empty space of
tasvir-ha is known as
the “reversal process.”
It was invented by
Molana Heravi about
600 years ago.
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Using the reversal u:#ﬂ,'—fﬂ;hﬂrr:;#ﬁﬂﬁéﬂmuluﬂ sl |
process technique, iy oA g paka |= LS -'ri g '|J "'F""t' .d_*

make an example of

a greeting card. Then
add a few suitable
sentences in calligraphy
and give it to your
mother or father as

a gift.
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TENTH LESSON

el i I:l"'"l""..l‘:‘- hﬁ‘.’rul b I-F""I"J Jr == il ] ..-rl'_' 'Lf_l-_‘,_i .ﬂh"' ._u'l Wildflowers are
] | symbols of beauty,
purity, and delicacy
1):_’51} J-|:‘L k'].! i .pff L.i and have long been

an inspiration for
many artists.

—_—

Tioand i Tl bt S 4 L L
Tk 5o faghoea | Wl ol ol U

Have you ever made a

L r,__._“; IJ, 'I,‘:i J._'1_.F',“. |!T drawing of flowers?

Do all flowers look
" -
similar? In what ways?

Have you seen flowers
like these? Where?
Can you draw them?

Lh
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Look closely at the
stages of tarrahi for
each of these flowers.
Ask your art teacher
for guidance on how
to complete and colour
compose them.
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flowers. You can use . =
them for the hdshiyeh *‘.l.li By 5 oy ;.‘.L_"uli M l:il.lTu' """.IL 1;?.1 Jlﬁ L J:"lL" oslize! l:lj-?l =)
of greeting cards and
wall posters, etc. You
can repeat these

tarh-ha to create
beautiful nagsh-ha.
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Watercolour by
Master Jamal-ed-din
Khorraminejad

HOMEWORK

Choose one of the
exercises below:

1. Place a flower stalk on
a book, make a tarrahi
of this pairing, and
bring it to class.

2. Make a tarrahi of
several flowers of your
own choosing, then
colour them and bring
them to class.
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ELEVENTH LESSON

Look closely at the
examples below. This
method of colouring
paper is called abr-sazi
orabr o bad.
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To make abr o bad
paper, boil a small
amount of starch in
warm water and then
pour it into a wide dish.
Let it cool off. Then add
a few drops of gouache
paint or watercolour, or
dye orink, and stir the
paint into the starch
using a paintbrush or

a thin wooden stick or
comb. Whenever you
see a suitable nagsh
that you like, drop your
sheet of paper onto
the paint and then
immediately take it off,
leaving it in a suitable
place to dry.

You can make
beautiful abr o bad
papers by adding
diluted oil paints as
well as gasoline or
paint thinner to the
water. Note that this
method will give you
better results and is
also easier.
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HOMEWORK

1. Add colour to
newsprint or
newspapers that you
have used for your
homework. After
making a tarrahi of
different leaves or
flowers on them,
make paper cutouts
with them.

2. Using the abr o bad
technique for colouring,
make a tarrghiand
paper cutouts of several
examples of leaves

and flowers.
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TWELFTH LESSON

Intheprelviousljssbons, e __._;'l,‘:‘l 3w e kit Lesi w.,-‘-q U-'I} b o S
you learned about

the tarrahi of several 4 I.fﬁj"""'-' A "-J"E;"r* el 'l-'li-'l:*I h.,l;:ﬂ salic! 1'!‘{ "'lh""-: -
types of flowers. Now __..j' iy o=l .J_-_“_-Li; ,u_‘l:;. w ,II Hl 1,: 3 \.'l'.'“-l Pq‘1ﬂr_| .L—_,T

pay attention to their
application:

Look closely at stamps
that use flowers in their
tarrahi. Pay attention
to this Qur'an cover,

a work of tarrahi and
nagdshi by masters of
Islamic art who used
flowers as inspiration.
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Work by Master
Mohammad Mehravan
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Look at the

hdshiye-hd that artisan
weavers have woven
using flowers.
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In this woodcarving
mirror frame made of
pear wood, the Shirazi
artist Master Bahram
Monabbati has used
traditional flowers.

Try to experience the
applied uses of a variety
of flowers by making a
greeting card.
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In the previous lesson,
you learned about
different examples

of flowers made
through tarrdahiand
naqashi. Islamic art has
frequently made use
of flowers and their
beauty. Nagashan in
the past have been
inspired by these
divine blessings to
create beautiful nagsh
o negar; the flowers

in rugs, tiles, and
other handicrafts are
good examples of
their enthusiasm.
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In Iranian and Islamic
art, certain flowers
are called khatad’i. In
the illustration below,
observe the stages
involved in making a
tarrdhiand producing
a symmetrical form for
an example of khatd’i;
complete this with
the guidance of your
art teacher.

To produce a
symmetrical form, fold
the paper in halfand
make a tarrahi of half of
the tarh while pressing
the pencil down

firmly. Then unfold the
paper and trace over
the imprinted pencil
marks on the other half
of the tarh.
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HOMEWORK

1. You have learned
that repeating ancient
nagsh o negdr can
produce decorative
hdshiye-ha. Make a
tarrahi of traditional
hdshiyeh decorations
on objects in your home
and bring them to class.

2. After drawing a
complete example of
a hdshiyeh on a sheet
of paper, add writing

in calligraphy to the
center of the sheet,
and present it to your
teacheras a gift.
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FOURTEENTH LESSON

Fresh Adventures

Dear friends, do not be
surprised by the title of
this lesson. The study
of art should be full of
adventure, innovation,
enthusiasm, and
saligeh. In the past two
lessons you learned to
draw different kinds
of flowers, but now
we will be speaking

of flowers that do not
exist in nature—those
that have been created
by artists using their
God-given creativity
and artistic sense.

In art this phenomenon
is called innovation. You
too caninnovate with
the guidance of your art
teacher. The methods
we have shown you will
add to your abilities.

You can cut flowers
from fabric scraps

and arrange them like
the example below to
depict a vase of flowers.
You can also make a
nagashi of some parts
yourself and then
complete the work.
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Look at these flowers.
Prepare the necessary
paints, dip your finger
into the colour of
your choosing, and
press it down on the
paper. Through orderly
and well-calculated
repetition, you can
create beautiful
nagsh-ha.

Pay close attention
to the examples
below too. These

works are like the
ones we saw before,
the difference being
that the naqgash has
added his fingerprints
to the tarrahi.

Would you also be

interested in creating
something new?
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HOMEWORK

First, ask your art
teacher for guidance

in the exercises for this
class. Then do one of
the exercises below and
bring it to class.

1. Several examples of
flowers using fabric.

2. Several examples of
flowers using coloured
papers or papers on
which you have done
the colour composition
yourself.

3. What other things
can you use for
innovation?
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LESSON FIFTEEN

This example is called

a nimeh-mosavvar
sentence. You too can
combine naqgdshiand
calligraphy through the
selection of well-known
poems and proverbs.

From the [blood] of
the homeland’s youth,
[tulips] have bloomed.

Mosavvar-saziis yet
another use of nagashi
and is considered to
be one of our most
authenticand ancient
art forms. Nagdshan,
calligraphers, and
bookbinders in Tabriz,
Herat, Shiraz, and
Bokhara have produced
valuable handmade
manuscripts; their
legacy is now carefully
preserved in major
museums and libraries
in Iran and the rest of
the world.
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By making mosavvar of J;-I"QJM'E"J"L rﬂ#ﬁ“{l J_l'ﬂ-'-l .‘,ﬂj,l:rﬁ"lt

poems or stories from
your own textbook, _h'_“_! _'1:,..- d‘.ﬂ:..h LI.-‘
construct nimeh-
mosavvar sentences or
mosavvar stories.
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SIXTEENTH LESSON

Pay close attention to
these fruits, then make
a tarrahi of them and
add colour.
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Fruit has long beena
subject in the work of
the great masters of
nagqashi. Look carefully
at their work and learn
their names. Then see
if you can model after
their work. This will
allow you to learn from
their experiences and
apply them.

Work by Master
Mahmood Olia,
a student of
Kamal-ol-Molk

Work by Master Esmail
Ashtiani, a student of
Kamal-ol-Molk
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HOMEWORK

1. Make a tarrahi of a
manzareh of a fruit
vendor’s stall or a street
fruit peddler.

2. If “selling fruit” was
chosen as the subject
for a work, what would
be some ways in which
you could depict it?
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These negdreh-ha
were inspired by
tasvir of fruits. Make
beautiful nagsh-ha of
your own choosing by
repeating them and
adding colour.

Explore your
surroundings and

see if you can find
applications of
decorative negareh-ha
of fruit. Can you choose
some examples and
produce, through

the variation of their
colour and repetition
on the page, a nagsh
for textiles, gift wrap,
or packaging?
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HOMEWORK

1. Make a stencil or
stamp using bicycle
tire or plastic notebook
covers. To do this
draw a nagsh of your
choosing on rubber or
thin plasticand cut it
out with scissors. Then
paste the cut-outsona
smooth surface. After
it has dried, cover the
surface with paint
orink, turn it over,
and press it down

on a sheet of paper.
You will see that the
stenciled template
will appear printed

on the paper. Now,
through repetition and
variation of the colour,
you can make a nagsh
for a textile.
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EIGHTEENTH LESSON

Dear students,

You may have heard of
Mohammad Ghaffari,
also known as Kamal-
ol-Molk. He is one of
the great artists and
masters of Iranian
naqdshi. Kamal-ol-
Molk was born in
Kashan to a family

of artists. His father,
uncle, and brother
were also important
Iranian nagashan of
the eighteenth and
nineteenth centuries
(thirteenth century
A.H.). Ghaffari moved
to Tehran in his youth
and attended the
Dar-ol-Fonoon school.
He received training
in nagdshi under the
apprenticeship of the
late Mozayyan-od-
Dowleh, the school’s
nagdshi instructor, and
made great progress
in this art.

Portrait of the artist
by the Master himself,
1886-1887 (1304 A.H.),

Museum of the
Library of the Tehran
Parliament
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Kamal-ol-Molk’s works
symbolize his love for
the people of Iran.

He created valuable
nagashi-hd inspired

by the people, schools,
pilgrimage sites, and
manazer of Iran. Kamal-
ol-Molk rendered a
great service to Iranian
art by establishing the
School of Fine Arts.
What a loss it was that
in 1928 (1307 A.P.) he
was forced to leave all
that he loved behind:
Reza Khan exiled

him to Hossein-abad
in Nishapur.

Kamal-ol-Molk died

in 1940 (1319 A.P.)
after twelve years of
suffering and exile. His
shrine is in Nishapur.

Master Kamal-ol-Molk
trained many students.
These students played
an important role in the
progress of nagashiand
artand its instruction
in Iran. Influenced

by their teacher’s
humanist values and
noble purpose, they
were instrumental

in reviving the fine
customs and traditions
of our homeland.

The students of
Kamal-ol-Molk were:
Esmail Ashtiani, Ali-
Mohammad Heidarian,
Ali-Akbar Yasemi, Ali
Rokhsaz, and scores of
others who are now
considered the masters
of Iranian naqashi.

Karbala Square,
1902-1903 (1320 A.H.),
Golestan Palace
Museum
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Cage, by Master Kamal-
ol-Molk. Oil, 18901891 Aw

(1308 A.H.), Golestan
Palace Museum
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The Pool Room of the
Golestan Residence,
by Master Kamal-ol-
Molk. Oil, 1889-1890
(1307 A.-H.), Golestan
Palace Museum
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Uncle Sadegh

Shirazi—Keeper

of the Aviary—with o el 2 e e e VP T g e ) e
Rag Peddlers. Oil,
1890-1891 (1308 A.H.),
Golestan Palace
Museum
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Respected teachers,
experts, dear students,
and their parents

can address their
constructive criticism
of the contents of this
book by mail to: Tehran
—PO Box 15855/363—
relevant lesson group;
or by email to
talif@talif.sch.ir

Office for the
Planning and Writing
of Textbooks
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NATIONAL ANTHEM
OF THE ISLAMIC
REPUBLIC OF IRAN

Eastern sun rises

from the horizon,

The light in the eyes of
the believers of truth,
[the month of] Bahman
is the high point

of our faith.

Your message, O Imam,
of independence and
freedom, is a nagsh
upon our lives.

O martyrs, your cries
are echoing in the

ears of time.

May you remain
lasting and eternal,
the Islamic

Republic of Iran

Price throughout the
country: 2600 Rials
1386 (2007)

ISBN: 964-05-0040-2
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Translators: Ashkan Sepahvand, Media Farzin, and Katayoun Arian

The calligraphy section of Art Instruction—First Year of Middle School has not been reproduced in this book.
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add colour to this picture
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[1 Remedial Exercices

First Lesson: Homework

Once you have successfully finished exercises 1 and 2 at home, ask your teacher

in class:

a) Does the image of the absence of ancient patterns and motifs differ from the
image of the absence of contemporary patterns and motifs?

b) Does the image of the absence of one book differ from the image of the absence
of several books?

Second Lesson: Homework
Can you also draw a picture of its absence?

Third Lesson: Homework
Now that you have learned to draw geometrical shapes such as spheres, cones, and
cylinders, try to draw images of shells, bombs, and rockets.

Fourth Lesson: Homework
Paint the differences between a landscape of cut-down trees and a landscape
without trees.

Fifth Lesson: Homework
Ask your teacher to help you draw a Palestinian youth throwing stones at Zionists.

Sixth Lesson: Homework
Go to a forest or a park close to your house and draw a picture of trees you do not
see. Ask your teacher for help to do the colour composition.

Seventh Lesson: Homework
Now that you have learned how to draw leaves and the method for making forms,
make a red tulip and bring it to class.

Eighth Lesson: Homework
After finishing the above exercise, arrange the leaves on paper in the form of
subjects you do not like.
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Ninth Lesson: Homework
If your father, brother, or one of your relatives has been martyred, utilize the empty
form of his or her image with the reversal process technique.

Tenth Lesson: Homework
Try to create a beautiful pattern by repeating the image of the absence of a flower.

Eleventh Lesson: Homework

Continuation 1: If you do not find newspaper, do this work on cardboard.
Continuation 2: It is a necessary reminder that, in comparison to other things,
drawing flowers has better results for you and is also easier.

Twelfth Lesson: Homework
Try to find the name of flowers mentioned in the Qur'an and draw them by
memory.

Thirteenth Lesson: Homework
To become better acquainted with Islamic art, ask your teacher.

Fourteenth Lesson: Homework

Continuation 1: You can make a headband from the fabric flowers you have already
made for our warrior brothers and Basiji.

Continuation 2: To perfume the flowers you have made, use rosewater.

Fifteenth Lesson: Homework

For example, use nostalgic songs of the Islamic Revolution:

“Here comes the scent of jasmine and lily / Here comes the dear leader from
his voyage”

Sixteenth Lesson: Homework
Continuation 2: For example, is the image of the absence of customers different
from the image of the absence of fruit? Paint it.

Seventeenth Lesson: Homework
For example, you can use one of the slogans of the Islamic Revolution, but pay
attention: it should be written in reverse and afterwards printed.
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I was never p --i;gi_'[ﬂ' _5'13'5' dra
e limits of my skil
e of the best out of all t
'ciuite proud, but I w
fact that something was he dog didn’t seem re
lines too clumsy. I kept but didn’t get far. 'y
At that point in school 't learned any drawi

DANIEL BERNDT In ret
ing as a child. I had qui
drawing of a dog got s
was exhibited in the school I

to draw shadows so th seem re

they appear vivid. We were moreor les
ourselves busy, which was fi
A bit later, in the fifth g
apple, simple as that. She'didn
would know what an appl

ade, our teacher ask
bring any to

very good job in terms

abstractions of the frui

Istared at my blank pa
wanted. But it wouldn’

would somehow look 1 t it would neve J:“. pear as 1imag

should. I was trapped. quickly noticedithatT was the only one not
ing had to be produced. She asked
e to crying, I couldn’t say anything.
ignment was. She told me to look

drawing. She wanted t s marks: somet
me what my problem
She tried to convince

around; all my classmates were crea

.Desperate and ¢
e how easy the as
g delightful apples. I got angry. Then she
brought me an apple from somewhere and set it in front of me on the table.
“Maybe that helps.” She trie

just made me more upset. I finally told her that I couldn’t do it.Icouldn’t draw an

d to encourage me, but it didn’t work. Her ignorance

apple properly because I had never learned how to. I gave her my blank paper and
got an F. From then on, art wasn’t very much fun anymore.
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JANA TRABOULSI I'm thinking about this exercise I came across and told my students to do. It’s
gymnastics for eye and mind; for example, one exercise is to draw a portrait by photographing

someo

ne, after which you turn the picture upside down and draw it. So basically you're tricking

your mind, because when I draw you like this, I have an understanding of what an eye looks like.

I know that an eye is curved, so my mind influences my way of looking. But when Ilook at you—

and it’SﬂETLQ_@Cﬂ?WT}S 7o) d-ﬁfﬁmkﬂf}zs,myﬁmw%ﬂgcﬂﬂ%r&m fl'hd,__my eye are so

linked—after turning the picture upside down, I'm forced tp really look at you. Bu& suddenly I real-
sttt |l el iy . - |

ize this eye is not, for example, curved, but angled. I start looking at ﬁes&?ﬁ’r‘%s s shapes, not as an

eye; an i is i i i ision, right? i rhere you draw

negati
anothe

shapes.
HATEM IMAM IfI'm dr&ing ‘

ve spaces. So I'm not drawing your shape, I'm drawing the space between one pbject and
1 object. Through this exercise I start looking at the spaces in between, which jare abstract

cture, there comes a moment when I could turn it upside

down and look at it, b . to see different things. But I might not draw it upside
down if an actual person is sitti re. o

JANA TRABOULSI When you tur pside down, you are actually looking at the composition.
HATEM IMAM Because your Visi rrectl itself according to your k ’s knowledge, or more ac-

cordin

resisth‘ g. It wants to shift somet
JANA TRABOULSI Is this

realize

HATEM IMAM —you look so different.

;> to the conventions that yi q" 0. hyway, your vision is always
(O

ee what it's used to seeing.

that—

BAKHSHI My art teacheri

im‘I’Was a painting student. She
e textboak at all. For example,
he tried to teach us gouache and watercolour techniques. She wanted our hands to
be less restrained and our drawing more free. So she would telljus a story and then
ask us to draw it, using any technique, such as coloured pencils|or gouache. By having
taught us these techniques and telling us stories, she encourggL

our minds and imagination and apply them to our drawing.
The first day she came to class, she asked us to prepare a drawing for the next time.

d us to make use of

= Tdrewahorse, a very bheautiful h_a;_?e. I copied it from a painting. T was really good
M maticopyitig, so the horse appert (Jo turn op t rather well--actually it was my best
wingjever. The teacher collected the draxings and when she looked at them she

ine to the others Fand said “this paginting has no value Whatsoever! Because it
because it|' as been copied from another picture.” For the other teachers, this
i a{Biall, but for herlit clearl)) was. She preferred that we use our own
—not to make pretty drawings that copy or imitate another’s hand.
-e_aLremember her telling us a storyiabout Sohrab| Sepehfri. The story was
jce-Cré am seller who used fto come to Sohrab's neigborhpod always passed
degneath ighi'ab's window andishouted‘ice cream! ice crea
Nould heat his k‘/oice.;"‘}:e ‘}fld go ouf and buy ice créam fot all the kids on the block.
YUr teachet wanted us toc pict the story in a drawing. Practically all of the children
drew the scene from outside on the street, but I drew it from behind Sohrab's head
(maybe because Sohrab’s face was difficult to draw!). Opposed to my drawing of the
horse, this time she really praised the drawing. This kind of attitude was completely
against the customs of the educational system, who wanted us to only copy, draw
what they told us to draw, and make pretty things.
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Look at this picture of flowers (Page 121).
A few years ago, | noticed for the first time bits of Does this exercise want you to start
Farsi calligraphy printed completely in reverse, mir- from the shape of a realistic flower and
rored so to speak, in a book compiled and published proceed to a simple drawing, or the
outside of Iran. Later | came across this phenomenon other way around? Actually, this picture
a few more times and slowly became interested in wants you to start from the shape of a
it. Well, to the extent that | am a graphic designer, | simple drawing and reach a realistic
could put myself in the place of this book’s designers. one. As the image is in a book printed in
limagined what | would do if  was to receive a slide Farsi, its arrangement differs from one
with Japanese script, for example, and was unable ina book using the Latin alphabet.

to distinguish its direction or have a Japanese friend
nearby. Naturally, | would pay attention to the com-
position of the sample and guess which direction the
textis written in. However, the question here is what
makes one guess wrong?

a‘-a’DG.-r..(

Farsi-language books start from theTight side, while books in the Latin alphabet start from the
left. Farsi script is written from right to left, an i ipt js written from left to ri At first
glance, this appears to be a simple point. But that is not at all the case. The book starts from the
right. That means the story begins at the right and reaches its conclusion at the left. A history
book, then, also commences at the right and moves towar e left, arriving at the present and
progressing into the future. This means that for a Farsispeaker, the line of time begins from the
right side and continues leftwards. This order has a strong effect on how one draws and reads i
ages. A Farsi speaker scans an image from right td'left. It is in this way that the illustrated-story of

“Tintin” begins from the upper right side of tHe page and ends at the lower left.sid€. Thus, when o
scanning an image without text, a Farsi spgaker also reads it from ri eft, and when drawing %
an image, he or she also visualizes it fropn right to left. g

8
Naturally, the mirroring of images fomposed by a Farsi or Arabic speaker is not the best way to z
comprehend them, but it’s the clgSest way available. The most ideal method would be to displace 123

nd rearrange them without mirroring them, but this would be
to scan/read these images from right to left.

the various elements of thei
truly difficult. More ideal than

It seems the West nefeds to look anew at imageésthat come from the East.

From the time | was eight or nine years old, | had a
great interest in the books of “Tintin and Milou.” |
had a few copies translated into Farsi, some of the
most important ones in the series. Many years later
when | was at university, | saw an edition of these
books printed in the Latin alphabet. Totally surprised,
I'took notice of an important point. | couldn’t believe | ) . |
that for all these years, | had been looking at the If you mirror a picture of a close

illustrations from these Tintin books in reverse! In friend, you V_VIH see that h|s orher
face looks different. It will appear

unfamiliarand irregulartoyou. Yet

order to write in Farsi script in the speech bubbles
above the characters’ heads, | realized, it had been
necessary to print the entire book mirrored so that
the characters could appear in the right position in

you perceive your own face in re-
verse—you have seen it every day

. in the mirror and have become
relation to one another. How could | have not been

it!
bothered by this order? used to it!
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Fear

thrust its trunk '

into the marrow

of my knees?

1 and was suckir g P ]
] i
up my power
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2 my knees were
loose, as if not there
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Confusion

, Alzueysuod Suy|ipy sem

my pillow?

INNOZO4 AVHYVH

H
[
~

my mother’s embrace

1 like a sewing
machine with a knife
in place of the needle

2 had penetrated my
pillow, licking my
brain surgically
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My heart

suddenly!

pouuuuuuuurs down

these days after sunset

1 Not the everyday
sudden that you
know ... the kind of
sudden that you can’t
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Anxiety

had ripped apart

the night

the dog'

my pride

1 Not like the dogs

you have...“dog”
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AYYAM WA JANA
OR, HOW | DISCOVERED | AM NOT A TRUE LEBANESE
Ayyam wa Jana (Days and Harvest). Arabic language and literature textbook for the
seventh grade, published by Dar el-Mashreq (1996), first published 1975
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TRUE LEBANESE

Distinguished Lebanese authors; the writers of the texts in Ayyam wa Jana
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A SKYPE SESSION
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My sister is showing me the cover of a
textbook for a (fine) art class in a Korean
junior school that she borrowed from one
of her neighbors, who is a student. Art is
called “misul” in Korean, a term adopted
from Japanese that was also adopted
from the West; “mi” refers to beauty, “sul”
to technique.
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The first chapter starts with the notion of
“aesthetic experience,” encouraging the
students to look at how artifacts resemble
the natural environment and how human
beings havea “natural” desire to re-express the
beauty of nature. Italso refers to how distinctly
beautiful Korean natureisand how the Korean
attitude differs from that of other cultures that
treat nature as an object to conquer.
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A chapter on expression advises the students
tolookat the diverseand friendly expressions
of objects.
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“Let’s compare the portraits by artists with our
own.” (Instruction)
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BOUNDARY MOVEMENT

How are we conditioned to see? | can see my sister who is showing
me a schoolbook that is currently used for art education in secondary
schools in Korea. There are now about six different versions of the
schoolbook—very different than when | was learning in school. She
had asked me which one | wanted to see in response to my request
to get the book. | replied, “Whatever’s available.” A week later she
was finally able to borrow a book from one of the students that was
returning home to the same neighborhood as her, and here she is
presenting it via Skype (or via the small window that Skype allows).

I ask her to flip through it page-by-page and to stop occasionally
for a close-up. Throughout this process she feels her arms getting

sore, but she tries to be patient. It's not easy, though. “Isn’t this

enough?” she asks over and over again. “Hold it still, | can’t read

it!” I reply. In fact, it doesn’t matter very much which version of the

schoolbook it is. It's already full of surprises. The world as it appears

in this schoolbook has become much more open and diverse than

it was when | was learning at the beginning of the g9os. There are

no more names or authors to memorize. You can simply appreciate

the different ways the world appears and exercise different ways

to imagine the world: reflection, curves, surfaces, shapes, shades,
environments, everyday objects. My sister agrees: “Yeah ... things

have changed so much.” Suddenly we share the same feeling that

we are getting old (not older). Yet what circumscribes this shared

space is our ability to sense the changes that have happened to

this country—and have generated the changes in the textbook—
to sense what has shaped us: so-called democratization to say it in

a word. We wonder, how do we as a generation that grew up with

the old regime differ from those that are growing up in the present?
Does our habit of memorizing still affect us, even in the ways we

see? All things considered, towards the end of this Skype session,
we realize that the mottos of “unification” or “our splendid culture

and long-lived history” are still there, just as they were in the past.
How much do we still learn to be this “we,” shouldering the national

task of unification and celebration of our heritage? Although the
book covers my sister’s face, | can see my face in a smaller window
within the window. It becomes a strangely solitary space, to look at
myself, concentrating, looking serious and at times laughing with

a pretense of authority in front of my sister: “Hold it up; stay still;
now a close-up; okay; next page!”

This scenery within Skype is particular to our time: here lam, living
and working in Utrecht, where | visit, or even organize, public activ-
ities in the Rietveld Schroder House, a place that | had seen before
only within a tiny, tainted photo reproduction in my own art school-
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“Let’s appreciate traditional painting with its
diverse materials and methods.” (Instruction)
[Here am missing the mountains of Korea.]
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A chapter entitled “World in Reflection.” It
suggests that the perception of objectsis rela-
tive to the different perspectives of different

people.

I0HD VNNIg

,_.
«
it




AdVA ANV 3S040dd

—
«
o

book. Here | am, talking with my sister inside of this virtual space.
Here, where this scenery seizes—or condenses—so much material
for reflection, so much which gets intermingled with very personal
memories, let me introduce a philosophy, or aesthetic theory, asan
exercise for dealing with the complexity of our minds as it exists in
this scenery, as it is framed and unframed by our own seeing activ-
ities: it is called the “theory of boundary.”

The theory was formed in the modern era when Western thought
began to interfere with the practice of Chinese sciences, including
philosophy. Several Chinese philosophers attempted to deter-
mine the discipline as distinct from its Western counterpart
by trying to establish it as a comprehensive, systematic philos-
ophy. In this endeavor, the notion of boundary has played a
key role. Feng Youlan (1895-1990) is a contemporary and repre-
sentative figure in this foundation by virtue of his development
of the “theory of boundary” (3&52)" and his assertion of it as a
distinct concept in Chinese philosophy and traditional thought:

“There might be a difference in the degree of realization? (B&) of
people about the universe and about life. Hence the meanings that
people have over the universe and life are different .. . In this way,
people come to construct some sort of “boundaries” . .. From our
ontological perspective, there is a common world. However, due
to the difference in the realization of the world, the meanings are
different for each person. Hence, people have different boundaries
from each other.”

This “boundary” should not be valued as truth or rightness; it can
only be high and low, or long and short.

According to Sangwoo Lee, a contemporary Korean Philosopher to
whom | am indebted for my knowledge about this theory, it is this
nonjudgemental aspect more than any other that distinguishes
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1 “Boundary”here could be translated as “realm” instead of boundary.
However, with respect to the historical use of the word, which can
be found as far back as the 4th century B.C. in China, I chose to use
this translation. However, the term “realm” is useful here in order to
understand the boundary with its tentative, flexible, and even spatial
nature in the theory.

2 Instead of “self-awareness” or “self-consciousness,” I chose to use the
word “realization,” as it implies the momentary, non-reflexive nature
of the original word in Chinese. It should be distinguished from the
form of knowledge or the identification process.

3 Feng Youlan, A New Treatise on the Nature of Man, (Chongqging:
Commercial Press) quoted in Eastern Aesthetics by Sangwoo Lee
(Seoul: Sigongsa, 1999), pp. 29—-30.
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(Chongging: Commercial Press) quoted in Eastern Aesthetics
by Sangwoo Lee (Seoul: Sigongsa, 1999), pp. 29—-30.
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A sub-chapter reads: “Imagining by listening
to stories.”
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A chapter on (design) objects entitled “From
Nature to Design.”

[This chapter may have beenadded to the text-
book only a few years ago, when South Korea
started to appropriate design practice for use
in urban packaging, thus branding the cities.]
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this theory from its Western counterpart: We don’t need to deal
with the realm of truth or falsehood. One should just practice in
order to achieve the highest boundary of its kind and to lend this
boundary endurance. Life is an ongoing process of dealing with
these boundaries.

However, whatand where is the common world? Is there any way to
reach this world? Or is this utopia unreachable due to these bound-
aries? Isa boundary, with whatever height, the thing that makes us
feel that we are missing something—the boundary is just another
name for Plato’s cave—for the sake of having an Eastern mask?

Here | should introduce the theory as recaptured by Sangwoo Lee.
By criticizing the contradiction in Feng’s theory—that it assumes

a transcendental sphere while seeking to go beyond the truth and

falsehood boundary—Lee affirms that the boundary theory should be

both epistemological and ontological. There is no existence without

boundaries; there is no world without boundaries. And Lee goes on

to elaborate on his own theory of boundaries: All existence—be it

material or not—conforms to a boundary because the subject only

perceives an object in mutual influence and relation, and the subject

and object therefore form perception together. In other words, percep-
tion is a kind of ‘event’ that subject and object put into motion to

move as boundaries. More specifically, the human capacity to perceive

and recognize cannot have less than three different boundaries (ora

superimposition of these) consisting of subject, object, and percep-
tion. There are different kinds of phenomena and events that are

generated by these boundaries, and their undefined, ever-shifting

combinations are boundaries in themselves.

And yet, what does this theory do? Isn't it a kind of nominalism
leading to nihilism? To be honest, | am very tempted to make the
comparison between this and Derrida’s concept of the parergon,
but admittedly my time and capacity to do this now are limited—
| see one of my own boundaries—albeit a banal one. Still, | see the
agency in this theory of boundaries, this theory that makes me see
frames, limits,and boundaries being produced by my seeing, and by
being. | will gladly affirm this since it means acknowledging bound-
aries as an integral process of life which varies, consequently, never
fixed. Recognizing the boundary means drawing the boundary
as a form of agency, and moving in turn from one boundary to
another. Their shape, scale, and form of coexistence are different
each time, and | myself am moving by composing these bounda-
ries and building my space.

As with Feng’s version, Lee also describes the different levels of
boundaries that he confusingly designates with names likes “three
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A chapter on traditional craft and industrial
products. This chapter starts by saying that
“the development of scientific technology
brought about a huge change to the objects
we use daily.”
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A chapter on calligraphy. The examples
featured are from various classical texts
but include one invented in this context:
it reads “Reunification of Our Country” in
big letters on the right-hand page.
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boundaries,” “two boundaries,” and “one boundary.” Apparently,
as far as boundaries go, “one boundary” is the highest form of
being—seeing, thinking—and is distinguishable when we have a
form of awakening. This moment is called “deukdo” (5 : 518)*in
Korean. “Do” is hard to translate. Although it is often translated as
a moral virtue, the word itself literally means “a road.” It seems to
me to be something other, if not more, than that. Perhaps the fact
that its meaning is ambiguous suggests what “do” could mean to
us. Although we cannot describe what it is, although there is not
just one “do” (as it is a boundary by itself), the state of “deukdo” is
accompanied by an extreme joy that proves its state.

I would not say that I had “deukdo” (a Korean reader would even
laugh at my need to mention this). However, | could say that | often
have little moments of “teoduk” (E1 5: #81§) —which is the state
of “two boundaries”—that at best could be translated as “appre-
hension.” It is said to accompany a “passive (or light) joy.” Each of
these words means literally “unfold” and “gain,” a form of learning.
I think that was the joy that I felt during my Skype session with my
sister, the joy that comes from “teoduk,” despite all of those frames
that encompass the distance between me and my sister, between
me and the book.

Now that this moment of “teoduk” has passed, my boundaries have
multiplied again. By realizing this, | have a moment of fewer bound-
aries that moves closer to that of light joy.

Certainly, lam trying to be aware of the boundaries to both Lee and
Feng’s elaboration of boundaries, who were both extremely conscious
of how “East” and “West” could differ, while knowing very well—
more than anyone—that there is no possibility of separation as such.
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4 About seventy percent of Korean is based on Chinese.
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“Sis, here is your name!”

My sister shows a close-up of one part of
a calligraphy example where my name
(meaning bright, shining, splendid, brilliant)
appears. It’s part of a longer phrase that
reads, “Our splendid culture and long-lived
history.”
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One of the final chapters entitled “Appre-
ciation.” The subtitle reads, “Joy of seeing”
(appreciation of artwork): “Let'sappreciate each
other’s works and discuss how different each
other’s expressions are by understanding the
different materials, characteristics, and tech-
niques used in the expressions.” (Instruction)

Thanks to Choi Yunna
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FOURTEENTH LESSON

Meeting an artist: In the fifth grade of primary school, you became

acquainted with Mir-Emad, one of Iran’s great artists of the “nastaliq”

script. This prominent artist lived in the sixteenth century A.D. (elev-
enth century A.H.), during the period of Shah Abbas Safavi. Now you will
become acquainted with another calligrapher who, after Mir-Emad, had
a share in the completion of the “nastalig” script.

Mohammad-Reza Kalhor is one of the great calligraphers of the nine-
teenth century and a contemporary of Nasser al-Din Shah Qajar. This
artist started as a follower of Mir-Emad’s teachings; but as he was an
investigative and bright individual, later on he was able to use his own
creativity and taste to modify Mir-Emad’s method. These changes were
greatly influential in the further beautification of the “nastaliq” script.
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“This artist started as a follower of Mir-Emad’s teachings; but as he
was an investigative and bright individual, later on he was able
to use his own creativity and taste to modify Mir-Emad’s method.”

The above passage describing Mohammad-Reza Kalhor was taken
from the chapter on calligraphy in the book Art Instruction—First
Year of Middle School and used as the point of departure for the
following conversation. I asked Reza Abedini to correspond with me
regarding his opinion on my reading of this paragraph. I continued
the dialogue by interrupting his response and replying in the middle
of it with a different colour; then I sent him the new text, which he
replied to by writing between my response with a third colour. We
continued this exchange ten times, until the conversation had clearly
come full circle. The components of each text grew farther apart with
each addition until the obscurities in the dialogue had been clarified
between the lines. What you read below is a written interview in
which the temporal continuity of the conversation was broken in
hopes of getting closer to each pronouncement.

The guide below illustrates the temporal order of the colours in each
textual exchange:

REzA ABEDINI 1

ZEINAB SHAHIDI 2

REzA ABEDINI 3

ZEINAB SHAHIDI 4

REZA ABEDINI 5, ZEINAB SHAHIDI 5
ZEINAB SHAHIDI 6

REZA ABEDINI 7

ZEINAB SHAHIDI 8

REZA ABEDINI 9

It's been two years now since I've taught in a serious, uninterrupted
way. Of course, this allows me to analyze my experiences better, but,
at the same time, I think it reduces my understanding of the course
of events.

In bringing up the discussion on education, I wanted to know, as
regards Farsi script, how much you constrain yourself in abiding by
the traditional methods of teaching calligraphy.

My understanding of calligraphy wasn’t accompanied by concepts
like “the sacred,” “the transcendent,” “the spiritual,” and so on. When
I became interested in Farsi script (not calligraphy), it was mainly
because I noticed the incompatibility of image and text in Iranian
graphic design in general.

My understanding of your project was that you were creating a
bridge between contemporary reality and a past infused with myth,
that you saw graphic design as an appropriate venue for doing this.
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My preoccupation with graphic design is related to new media. I still
think we can expect more from graphic design.

What exactly is your expectation?

I don’t think it’s possible to surpass today’s understanding of art

without the use of these new media (graphic design, cinema, video, or

photography). They're like wild animals that you need to tame in order

to ride, and for us, who are not the primary owners of these media,
that’s a very difficult task. Additionally, because of new lifestyles and

the relationship that everyone has with technology today, our under-
standing of these media is similar to that of Westerners (as opposed

to older artistic forms); or at least I can say that some of us are able

to understand these media as they are. So, in my opinion, our only

way to go beyond traditional art is through these new media with

all of their idiosyncrasies.

It might not be a bad idea to extend the method of teaching callig-
raphy to teaching traditional music, which is more familiar.

Both of them can be traced back to their own specific methods from
the past, and their semblance is still chasing their old form in the
new world. And this is what makes them meaningless.

It seems unlikely to me that such strong work could have taken shape
in the stagnant educational atmosphere [you describe].

No, you're comparing what you're seeing produced today—which
has no connection to its surrounding environment—to the past. You
need to imagine that what you see today from this style of teaching
was, in the past, totally compatible with the behavior and culture
of that society; and in fact these methods were developed based on
that environment and were effective in their time.

Because [that form] has been so abstracted from everything else that
you really don’t understand why you're following it, even though it
seems to relate to other things you're learning.

You're right, but even when we look to living examples, we see that
we don’t even know what qualities a calligrapher or a carpet weaver
hasto have as compared to others. I'm not sure how valuable a quality
such as literacy might be for today’s artist, but there are definitely
no comparable skills of this sort in the field of calligraphy now. It
would be difficult to draw a distinction between a calligrapher and
a boat maker.

What this person does might be the same thing the older generation
did, but since the whole thing no longer bears any relation to its
surroundings, this guy’s skills are meaningless! It's difficult to analyze
these issues when you look at them like this. What does literacy
mean? Today’s literacy is totally different from yesterday’s, concep-
tually, quantitatively, and functionally. So, in my opinion, these are
two completely different kinds of literacy. And both of them still
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exist, but the functional ground of one of them is now gone. We only
interpret the world through the latter kind of literacy, and we've
accepted this. The point is, that other method isn’t the source of the
work anymore and has no impact on our world; even when we lay a
rug on the floor, it’s on the basis of our collective memories that we
think we’re enjoying the rug! This requires a lot more explanation,
but it’s really very difficult.

Honestly, sometimes I'm not even sure about this—I mean Ithink the

distance we posit between East and West is actually our temporal and

mental distance from what we call ‘the East.” Maybe this opposition

is between our ‘conception’ of Eastern art and the ‘reality’ of Western

art, not between the foundations of the two. Especially during periods

when this East was alive and active and was certainly powerful enough

to understand what stood in contradiction to it and what was incom-
patible with it, it could easily have been integrated with Western art

and philosophy.

This is also a lengthy discussion; there’s no doubt that we are not

‘Eastern.’ We're the heirs of our past, and usually we call this ‘tradition,’

which is also wrong. And we're not ‘Western,” since we're not the benefi-
ciaries of Western civilization. We are consumers of the West. We are
subjects for the West. We're in a precarious situation.

I'think these terms are first moral, then philosophical; and at present
they’re useless for interpreting art.

But what use were they to our predecessors?

Idon’t know, exactly. I mean, I'm not sure what Shams means by “holy”
when he says, “Sheikh so-and-so is a holy sage and knows secrets of
allkinds!” And unfortunately, these days, every bastard thinks Shams

is talking about them! So they make sacred art! In reality, what these

guys do is just like the story of Moses and the peasant. I'm sure the

commercial art at Dadashi Gallery comes closer to the truth than

these works!

Tell me exactly what you mean here by “truth.” Do you mean sincerity?

If I start explaining the word truth here, I'll only prove that I have no
understanding of truth whatsoever. Truth is neither explicable nor
circumscribable, and as soon as you try to explain it, you have to
change your lexicon, change your tone, see and speak in a different
way so that the truth won't escape! In each person, truth manifests
itself in a different way, and only those who have experienced it
can identify it. For instance, someone who has experienced truth
in music can comprehend it in a painting, although the concept of
truth in painting is completely different from that of music. What
I'm trying to say that is that truth can only be manifested through
people, and it changes its shape according to their capacities and forms.
But its essence is recognizable for those who have experienced it. So
I always take in the artwork and evaluate it according to my own
experience and pay no attention—or I don’t really care—to what'’s
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happening in the art world. It’s like Dervishism these days. A real
Dervish is exactly where you wouldn’t expect him to be—he’s not in
the temple of bourgeois Dervishes! He’s unknown; his benevolence
is something you would never expect. If it were otherwise and if he
satisfied your expectation or did something within the limits of what
we expect, then it would no longer be benevolence. We're living in
a different world, where there’s something else in the everyday.
So benevolence has a different meaning. And I'm still not satisfied
with this explanation . ..!

I'think someone who does artistic work needs to be separated from
the everyday; this doesn’t necessarily entail their being in a spiritual
orsacred state, but a state that’s certainly different from the everyday.
Itried to familiarize my students with this space, or put them in this
kind of situation.

I'think, for instance, that this is where being charismatic comes from—
from being able, first, to find the foundations of your addressees’
intellectual comfort zones and, second, to show the flaws of those

foundations. But I think in practice, in the end, we follow the same

modern academic principle, the only difference being that since we've

come to know ourselves through this discredited method, we delay
the work a thousand times or slow down its process...Idon’t know,
maybe you think it’s better to go forward in a flawed and unhealthy
way than in a happy, content way?

One thing that’s still ambiguous in my mind is whether you believe

that art has a transcendent end. Even though these words refer to

that same over-simplified concept that was created during its discon-
nection from its meaning (if it even had any to begin with).

Even now, I think our work as artists is spoiled, if not lost completely,
by analyzing these words and introducing literary meaning. But you
need to know a great deal to get to this fine line. So there’s a strange
paradox in this issue. You need to read and discuss in order to go
beyond it. I don’t know any other way.

The second part of this question is: why did the first question even
come up? You know?! I think, even aside from your answer to the
first question, this one is very important. It’s precisely this charac-
teristic in a teacher that creates a situation where the listener feels
that this is a place where they can really take risks.

That’s exactly the situation I try to create for those who want tolearn
something; apart from that, there’s nothing to teach.

Idon’t know exactly what the “old” teaching methods were. Sure,
we hear about old teaching methods, but none of [what we hear]
is ever complete; and [besides that,] they're always interpreted
through the same old approaches, which makes it difficult, if not
impossible, to access the truth [through them]. As with so many
other cases, I don’t believe those methods can work for today’s
human being.
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Soyou believe, more or less, that what we hear about the past is, first of
all, unreliable and, second of all, even if it is accurate, irrelevant today.

Yes, first of all, I'm skeptical of our understanding of the past; and then,
maybe because of this, don’t think it’s useful today—not because it’s
obsolete, but because we’re no longer those same people and can’t
understand those issues.

Youmean it’s pointless to try and understand or revive the art of the
past, for instance.. ..

I'think [it's] very rare. You can’t understand the past through research
and persistence (atleast as far as the arts are concerned). If we agree
that every artwork (regardless of its epoch) reaches some level of
truth, then the only way to understand any work is by accessing
the truth—which means that if I can reach such a level [of attaining
truth] through years of working, I'll inevitably come to understand
[the art of] the past...

This definition you give of timelessness or of the intuitive artist—Idon’t
think it’s very relevant today. According to what you're saying, we
have one sacred truth. What divisions will this belief generate? We'll
have to draw a line between the good and the bad to show which
artist’s work incorporates the truth.

Being an artist (according to art history or art enthusiasts, that is)
doesn’t necessarily entail an understanding of truth. Iremember, in
one of our first sessions at university, I gave you guys an assignment
where you had to summarize art history in three pages and leave out
a great deal. This was a very dangerous exercise, but it came from the
same belief. Here, again, we have to explain what we mean by truth.
I've tried to do this with words as best I can right now without brooding.

I'm absolutely certain that of the twenty to twenty-five people in
a class, three to five of them at most constitute your real audience.
The rest of them just make the task of education difficult, or even
impossible!

Their own education?

Their normal life becomes complicated, and that’s the system’s fault
first, then the professor’s.

What exactly is this departure from normal life?

Look, I don’t want to put an end to the discussion, but if it could be
explained that easily, there wouldn’t have been so many books and
poetry and art produced over all these years. So, it’s really difficult to
explain. And we're constantly trying to refer to it. But [right now] I'm
thinking more of overused words and expressions that are already
redundant and have lost their meaning, which is why they raise
[these] questions for you. Because they’re inauthentic. You only take
notice when you see an original, authentic word.
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Because they're people with average capacities who are essentially
not my audience. What happens is this: On the one hand, they can’t
understand what I say within its original framework, so they do the
wrong thing and don’t get the results that I, or they themselves, desire.
On the other hand, they can’t go back to their normal lives because
now they know about these other things that appeal to them, and
they want to have a share in these things! In other words, they go
from ordinary life and routine to a state of mental distress. Youneed
charisma to teach in today’s climate, but this charisma consists in
more than just your attitude.

So far, I've only been talking about calligraphy. Maybe the more
essential question is, to what extent is working with Farsi type
supposed to be the step that comes after calligraphy, so that it can
be relevant to what we’re saying? Mostly, I want to know where
creativity, as an element that’s being completely sidestepped in
teaching calligraphy, gets its meaning in the context of an art form
that is, after all, based on calligraphy. Maybe this charisma you're
talking about refers back to the old master-pupil relationship.

[I mention] charisma because everything today is contaminated,
from art itself to our education and understanding of it, and of
everything in general. Charisma helps you as a teacher to make an
impact on your students again.

You say that the solution is charisma because our climate and situation
are fundamentally contaminated. For me, it seems that this strategy
would be very effective in an ideal manifestation of charisma; but
in spite of its appeal, I immediately distance myself from it because
going down that path is akin to accepting the familiar dangers of
every educational and governmental system of master and disciple.

No, no, Imean it’s not important!

According to ancient methods, the master’s duty was to break the
student’s ego in order to make the transition from the creative I to
the created. I think this ego-effacing method is prevalent in many
forms of oral education: the destruction of the ego, the promotion
of servitude, and the insistence upon repetition. I think there’s a
similarity between charisma and the status of the master in ancient
practices. You might say that this method has its disadvantages but
that its benefits are worth the damage, which really might be true.. .. .
But in the long term, the damage might reach a point where it can’t
be undone. For instance, regarding government, this method might
be analogous to the belief that democracy is defective. The first result
of this belief—not voting—can lead the situation to a point where
even voting becomes useless. What I'm trying to say is that instead
of pushing the educational system of Iran, which is dragging its feet
wearily, toward a refined western form, we're slowing it down in
order to test the possibilities of our utopian ideals; and, in the end,
we do the same thing, only later and with greater difficulty. I'm not
saying we should put our values aside and plow on blindly, but I
can't see a bridge yet between current realities and those ideals . . .
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First of all, culture and the elements that collectively influence it are

very different from politics and forms of governing. Secondly, I believe

that our complex situation today—especially in the cultural realm—
has aspects that we may know, but never think about, including

globalization. Ireally can’t accept that any form of indulging in tradi-
tional art, which creates traditional culture, can have a different

outcome than it had in the past. We can see this clearly if we look at

contemporary Iranian history. On the other hand, like I said, I don’t

think at all that old solutions or even ways of engaging can be a

source of contemporary work or culture, including calligraphy and

its educational methods. But I can definitely say that it's perfectly

natural for me to prefer, between two or more educational methods,
the one whose results I've seen (in the past) and which are naturally
more in tune with my personality.

But the relationship between Farsi script and calligraphy is about
as possible as the relationship between the new Eastern person
and their past. In my opinion, this connection has been cut, and the
conditions for recreating it don’t exist in a communal form. And an
individual can only recreate this situation for him/herself, in cases
where s/he has obtained a proper understanding of the past. But that
past can never be compatible with today’s human being in and of
itself. Calligraphy and its aims, its sources of inspiration, and its way
of creating, are so unclear to us that just about any interpretation
of it is completely meaningless. So I don’t think of Farsi script as a
continuation of calligraphy. Superficially speaking, it can and should
have some kind of relationship, but this doesn’t mean that it has the
same ambitions. We haven’t seen any creative calligraphers in 150
years now, because its foundations and possibilities no longer exist.

Translated by Sohrab Mohebbi and Zoya Honarmand
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The following is a commentary on selected arguments from Molly Nesbit’s article “Ready-
Made Originals” (published in October, no. 37, Summer 1986, MIT Press) and her book
Their Common Sense (Black Dog Publishing, London, 2000). By no means indicative of
the scope, richness, and elegance of Nesbit’s engaged and thought-provoking research,
this commentary functions more as a thematic read-through of ideas that appeared
particularly important as we were researching for seeing studies. Three things should
be mentioned: First, the commentary’s composition is indebted to notes taken over the
course of an intensive reading of Nesbit’s work in June to July 2010 and pieced back
together again into a fragmentary narrative order. Second, the style of writing is an
attempt to write with Nesbit’s work rather than to try and summarize or develop an
additional or opposing argument; in this sense, the language aims at a particular atmos-
phere Nesbit creates around the problems posed by the subject’s dissipation in Modernity.
Therefore, the third and final point concerns our focus: this commentary specifically
examines historical events, philosophical discussions, and artistic practices from the
late nineteenth century to the early twentieth century in France and Western Europe as
presented by Nesbit, maneuvering with our own questions and concerns and expanding
on her lines of thought regarding education, drawing, and language.
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|. TO SPEAK A LANGUAGE OTHER THAN ONE’S OWN —
TO SPEAK THE LANGUAGE OF CAPITAL

What is a language?
What is a language of line?
Look. Say. Repeat. Vary.

Repetition—as present in avant-garde practices from Pablo Picasso
and Marcel Duchamp to Dan Flavin and Sol LeWitt—is a characteristic
of industrial mass-production and of such artists’ responses to this
phenomenon. The commodity, fetish, prefabrication,and brand-nameare
the result of an industrial model

of repetition that has, at times, Complément OUTILS
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Planche NeXLVIII

been referred to as ‘crude’ copy
of some seemingly lost ‘orig-
inal.” Although this position is
one of the formulations of Walter
Benjamin’s essay “The Work of
Art in the Age of its Mechanical
Reproduction,” there still remains
the thesis that industrial repeti-
tion has invariably affected the
way images are produced, circu-
lated, and perceived. Repetition
is a daily reality and not a static,
monolithic process; variation
and innovation are integral to
its existence. Indeed, the indus-
trial model was invested with
ever-varying hopes, dreams,
anxieties. The industrial fairs
of the late nineteenth century,
where ‘commodity culture’
was exhibited, were sites in
which these concrete ideals of
the state, commerce, and class
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came together. Such exhibi-
tions looked towards the future:
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they took and adapted existing H. NINET, Freehand Drawing in Three Courses Conforming to the New _;_;L',)_é RO L5>|J_|¢ 6‘)—.’ ST

models, competing with other Primary School Programs, 1886
cultural phenomena and super-
seding them; they stressed
the ‘modern man’ and the
‘nation’; they presented the future evolution of man and things, of
industry, of progress.

Progressions in industry led in late nineteenth-century France to a call
for drawing. Fernand Buisson, director of primary school education at
the time, pointed out that the call came from diverse public-private
sectors of society—workers, managers, special commissions,and cham-
bers of commerce all saw the future of French industry in drawing. As
Antonin Proust, a friend of the painter Edouard Manet, would say ina
speech delivered in 1879 to the French Chamber of Deputies “Modern
societies living above all by industry, and drawing being par excellence

ool gl ey (g

Bz slbdal L Sialos wydaw o jbcws b olb . —» oS 03,5 & "").]ol:;‘da%‘s..;bl.gl

o 5
VAAS @l..\*g u.,)la.o 6&’ I ;,JL_>)'1 I~ ‘95)0 Q—.’.l

Jro_ andl> pogas g (ooges oo

loasly g wad oo rlae oS GlaggeaneS s Glse 0 5
&S jebles Wiy oo 2k jo ) adl 8 goan] Koo (g,
Il Sl ysew 1o il 3)lgol By e (A Cangd camg 39 ]
aS oyt gl o0 00,8 = ihae il )8 Lgles (LT 0 VAY -
gt 85 (b g w38 o (S0 Caio b jez e 5l
ol as SlacksSs wul cars (langue ) )b 05>
Garwg 4 b wlcabsge 35510 095 Slagas 4y Cond B culginss
€5 of Cam (b izl

ol Sl iz 1045 (iSe colo lalgs e b €Sl 6
A (obgal oMol (6 Sy &) s BadsS oo Widgy F5e g

o <6

=



sooberbo

09> ol gyb (nl ad pouge VAAY Jlow 3 25k & laaay &5
s 004 1y s glysds Conly, VAAD B VAA- (sla s
3o by slayie g (oogee Ghjgel Sjljg Jotue Die e 3
G)L.‘"." L')lf.a.m 6‘)‘3 ASQL.\_(: c\jl)l @.ob 4l (5,9 C)J" Oy
B9y 9 dnmgi S |y sloizl s (ulul Jgol g 092 O, 9

S e oy 6)’5)“2 Al cle sasl
obeles °3L~5‘> Iy ped—w Jae b g0l iz a5 0 s odlel
5 Digel 3l (i 9 09 b (nl 535 0 5 (b €
097 oes bl p b (nl b e 03 yad g ed Can
il aSTT s g s (g0 ((guig i «l>dol (IS
pedlie ol a S0, S (o0 2rb g

the language, langue of industry, governments mindful of the inter-
ests entrusted to them have the duty, to develop instruction in the arts
of drawing.”
The “gentlemen,” those bourgeois of wealth, high standing, and influ-
ence who were present at thisand many other meetings, would proceed
to implement a series of educational reforms that would come to be
known as the Ferry Plan in 1881. The plan was named after its drafts-
man, the influential statesman Jules Ferry, who was President of the
Council of Ministers from 1880 to 1885 and acted within this period,
from 1880 to 1883, as the Minister of Public Instruction and Fine Art.
The Ferry Plan introduced a comprehensive curriculum that was to be
mandatory and free of charge
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for all, composed of the basic
tenets of civicknowledge deemed
necessary for the development of
the French nation’s future pros-
perity. “This education,” it was

announced, “was to restructure
common sense.” Drawing was
a core component of the Ferry

Plan, seen as part and parcel of
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the trainingand education of citi-
zens. The plan stressed common
references: work, reform, citizen-
ship, the state, nature, industry.
It assumed these references
were stable and that meaning
was easily deducible from social
conventions, implicitly bourgeois
and commercial, which were to
come together as a ‘common
sense.” School knowledge was
to be absolutely objective, and
drawing was seen as a mimetic

activity that allowed for the
copying and representation of
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everyday realities. In fact, the
curriculum was facilitating a

VMY s 9, 51 (b Slesie Joas 9Sb-m)  particular order of productivity,

a particular idea of work. As
Antonio Gramsci would examine this phenomenon within the context
of turn-of-the-century Italy in his text /n Search of the Education Prin-
ciple, education came with latent values inseparable from capitalism’s
restricting of social and material relations.
The program that was implemented, taking specific methodological
approaches to central subjects such as drawing, science, language, and
literature, was to remain part of the French educational system for
twenty-six years, from 1883 until 1909.
Drawing, asa common sense, was taught as “a tool by which one ordered
visual experience.” An intense physical order—a physicality of objects—
had come into existence: capital was to enact force upon matter, imagine
it, draw it, design it, shape it, all so that it may be materialized, so that
production may take place. Initially, drawing was to be a universal
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language, according to a proposition made in 1865 by the sculptor and

future director of the Ecole des Beaux-Arts, Eugéne Guillaume, ina lecture

he gave at the Union Central des Beaux-Arts appliqués a I'industrie. This

language looked to line. The first drawing began as a simple line. Was

it straight; was it curved? In any case, geometry was the first cause, the

origin, the sign of art. Geometry would provide the means for art to be

integrated into society, and it always referred itself back to art. Educa-
tion, for Guillaume, was visual; it was to be for everyone.

It would have been beautiful; it was impossible. Is the point of a visual

education to make art? Or is there something else at stake—a way of
seeing, a way of reading, a way to communicate, using a visual language?

No, Guillaume’s initial utopianism would not end up in the Ferry Plan: the

line to art was cut; instead the langue de I'industrie was favored as the

line’s originand reference. Sure, geometry can lead toart, but it must first

pass through industry, explaining the world and its things as they appear.
Guillaume’s proposal was revised into the following statement: “Drawing
[...]is @a means of communication and a practical instrument used by

the worker-artist and the artisan. If it has its poetics, it also has in some

respects its business language. But all this is a single language which rests

upon certain formal principles and rules, these havinga grammatical char-
acter.” This proposal would be published as the “Méthode Guillaume” in

the Dictionnaire de pédagogie, compiled especially for the instruction of
teachersaccording to the Ferry Plan. The Méthode Guillaume in its revised

state was written into law on January 14th, 1881.

On the other side of the discussion were the views expressed by the

philosopher Félix Ravaisson. His proposition was that drawing should be

based not on the geometric line but on the body. The lines of the body

are fluid, curvaceous, interconnected, constantly changing. He would

describe these lines as fluxeuses. Which body was Ravaisson referring

to? There was a contradiction, it seemed, between the destabilized lines

of a modern, blurry body (think: Manet and Rodin) and an unconscious

referent, the Renaissance body, proportioned, measured, with exact

lines that fall into place and do their job. For Ravaisson, the body could

not be reduced to an integral geometry. The unity of the body was one

that only the eyes could see, a truth—seeing is believing. The exacting

eye, casting light onto a dark world, the origin and destination of the

Enlightenment and Alberti’s perspectival vision—this was a modern truth.
Although Guillaume won the debate of body versus line, Ravaisson’s

ideas were also incorporated into the Dictionnaire de pédagogie. How

did this contradiction come about? The Méthode Guillaume went

into law at the beginning of 1881; the Dictionnaire was printed in June

1880, when these debates had not been reconciled in favor of one over
the other. This meant that every schoolteacher would train with both

methods, one excluding the body, the other embracing its curves. The

idea of incongruous language would emerge at the very outset, char-
acterizing what would resurface as the breaking point of the Ferry Plan

many years later. For the moment, it remained to be seen how every-
thing would pan out—the Cubists were still children; they were about
to gotoschool. Imagine little Fernand, little Pablo. Oh, little Marcel was
also preparing himself to grow up and become a man. There was so

much to learn. The future could still wait.

In accordance with the call for a “language of industry,” the Ferry Plan

separated drawing’s instruction from art, considering drawing as a
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pre-aesthetic activity. This meant that drawing preceded its specific
application. It could be applied aesthetically but could also be applied in
other ways. Line became bound to the hegemony of the state: “On this
route, line would come to mean things. Lessons planned.” Line defined
the contours of the everyday industrial object in its spoken, written,
drawn, and perceived forms. The lessons that were planned took these
four aspects of line and its ability to produce things into account. This
was like any other language; it spoke, wrote, drew, and perceived things-
in-the-world. But the question remains, was this a language for men or
alanguage ascribed to things? How can inanimate objects speak, write,
draw, or perceive? Isn’t language the domain of humanity, what makes
us human? Perhaps it is not, at least if we give it away. The object speaks,
because we believe it can speak. It lends itself to writing, and can be read.
It draws, in the sense that we see its contour and shape. It perceives, by
lending itself to perception. The distance between a readymade and a
sacrifice is irrelevant. All of a sudden, the Spirit that the Enlightenment
had suppressed finds itself rerouted into material objects. Hegel and
Marx sensed this.

The Hungarian Marxist philosopher Georg Lukacs would later address
the role reversal of subject and object in his article “Reification and the
Consciousness of the Proletariat” from 1922. For him, “Modernity was
at one and the same time centered on the commodity and premised
on disintegration, an isolation, a splitting apart and alienation of both
subjects and objects.” Knowledge could only be partial.

Easy to say in hindsight. Back to France. Politicians there foresaw the
inevitable fragmentation to come, though they, along with pedagogues
such as Jules Pillet, were content to think about how the parts can lead
to the whole, how the completion of an object may be possible from its
separate components. In Pillet’s first master class for prospective drawing
teachers training in the Méthode Guillaume, he would proudly say, “A
worker who knows how to read the representation in projection of an
object can reproduce the object in all its parts.”

The course was rigidly planned and divided into specific components for
primary school (ages 6-9), secondary school (ages 9-12), and tertiary school
(ages 12-14). The fundamental concept to be grasped by the students all
throughout was the distinction between projection and perspective as
perceptual models: “For the child was learning that any given object had
its equivalent in two different line drawings, once each for its apparent
and true form, a perspective and a projection.” The perspective was a
drawing “that imitated the appearance of things to the naked eye.” The
preferred method, however, was projection. As taught through mechan-
ical drawing, projection “revealed the truth of things behind the surfaces
of appearances . . . Each kept a relation to the object; one could have a
coffee grinder in both ways, but truth, significantly, was not optical. It was,
rather, non-retinal, and clearly identified with the croquis coti, the blue-
print for production, the working drawing for the commodity. In practice,
the language base was hardly neutral; it cheerfully ratified the means and
ends of industrial production.” The curriculum was not concerned with
imitation or colour; it was not interested in the body or nature, just business.
Classroom exercises were a physical activity that took place in silence,
with discipline, method, and mass, resembling ata deeper level a training
geared to familiarizing pupils with the principles of industrial labor. As
students drew a line over and over again, workers repeated actions in
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RIS-PAQUOT, Primary Education. Drawing after imitation, 1887
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EUGENE FOREL, Method of Drawing. Teacher’s Manual, 1899
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a factory, mass-producing objects. The rules of this writing system were
grounded and expressed in the letters of a visual alphabet, composed of
geometry. The hope was that the population would attain visual literacy
and develop a common frame of formal references, a skill deemed
necessary for modern life. “The language base they set up was primary,
aesthetically neutral, and cut to fit a particular idea of the visual.”
What does it mean to read a visual script? Can one speak it, too?
Drawing “was taught through drills, like writing, and taken as a language
to be read, as it were, and spoken.” Line would first be applied to draw out
gibberishand scribbles, in order to teachanglesand curves. The lesson would
continue with the writing of the words “child” and “friendship.” Math-
ematical angles were applied to
these words, identified, under-
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the lesson turned to its first object:
the drawing of a door. As soon as
line attached itself to an object,
human interaction disappeared
and the object became more
and more estranged from words.
What was to be drawn bore no
nuance, no gibberish, no play, no
slang, and no bodies.

Objects were taught via their
signs: in the drawing classes as
lines, in the language and liter-
ature classes as speech. Lines,
whether spoken or drawn, would
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be used to describe objects. Since

oolazul b l3ael 2318 (535, s o
S S g, T S ks
d_._eo {|a5_oi 5 BaiS oo yled
Ty of S5 3 s JSs
9 2,0 abie (Sl 9ms 4l

the sign attaches itself to the
object, the object lessons could
be interpreted as presenting
lines and words as merely the
effects of an object.

W jg, 58 5l o Sy g 4, H. NINET, Freehand Drawing in Three Courses Conforming to the New  Yet, signs need support, as much
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Primary School Programs, 1886

as eggs need chickens. Words
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VAP gl olse The object would be spoken; at

the same time, it would be drawn
out and measured using the practical geometry of line. This method
presented two incompatible thoughts, an incongruity of signs. Two
languages were being taught. One day, students would draw a glass,
using a T-square, a compass, and a ruler to make an exact diagram of
its shape, proportion, and composition as a cross-section, full-frontal,
and side view. The next day, students would practice their homonyms,
writing them out as dictations to recite later. On this day, students
learned that the written word “glass” [in French, verre] would sound the
same when spoken as, for example, ver [insect], vert [the colour green],
vers [preposition: towards] or vers [a line of verse]. Lines did not match
up with words; to be sure, the language of line and that of speech were
not mutually communicable. There was a war between the exactitude of
the projection drawing and the constantly mutating vagaries of parole.
French windows became fresh widows.
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1. IT 1S IN THIS WAY THAT IN A RELATIVELY SHORT
TIME, THE VOCABULARY OF METAPHYSICS WILL
NOURISH THE LANGUAGE OF THE AD

Michel Bréal was a linguist and the author of the language and litera-
ture curriculum for the Ferry Plan. Bréal emphasized speech, speaking;

he wanted students to talk, to use language. Speaking revealed the

hidden layers of interpretation and expression that writing could not.
Through speaking, the child would learn difference and choice. Language,
according to him, was social and dialogical. Listeners would have to be

taken into account.

The language and literature curriculum was based on lecons des choses—
object lessons—a concept indebted to Bréal’s ideas concerning the object
of language. How was one to instruct the object lesson? There was a

textbook written for it, one based on an earlier existing book written

by Marie-Pape Carpentier from 1867. Paul Bert was the author of this

book, published in 1886 as Lectures et lecons des choses, consisting of
dialogues between two children and various people they meet while

traveling throughout France. The children see things and ask questions;

pictures would accompany the lessons but were picked apart indirectly
in the children’s conversation as well as in a disassociated way through

footnotes containing definitions of words and diagrams that presented

and discussed, through captions, the object addressed in the dialogue.
Thus, multiple layers of expression existed around the object. How,
then, was the object permanent? With all these words around it—defi-
nition, commentary, and caption—how could a word attach itself toan

object and remain?

Afundamental concept for Bréal, which he proposed in a lecture at the

College de France in 1866, was the “interior ellipse.” The phenomenon,
as noted, indicated a sense of collapse within the very fabric of language
itself, that all language was constantly subject to external historical

forces. For Bréal, word as a form and word as a sense were incongruous.
An example of this incongruity would be the simple act of seeing a thing

and associating a word with it. What is this word? What relationship

other than an arbitrary one does it share with its thing? Bréal sensed

this, proceeding to argue that the pause between seeingand sayingisan

elastic moment in which the form of a word and its sense can be pulled

and stretched in different ways. This stretching-act is found where the

word potentially transforms in use, in its associations and re-associa-
tions with a thing, a form of speech, or a register of language. “Language
was too porous, too open to suggestions, too susceptible at too many
points. It would be enriched and it would be weakened.”

What's all this talk of use and exchange, choice and value?

Language, via words and things, accumulates and circulates. A modern

value economy. “Words were always in contact with material that was

not linguistic, equally mobile, and practical.” What kind of lesson was this?

The teacher would show the object, a light bulb, and tell. Fora moment,
the student would see the teacher in possession of an object, perceive this

as possession of all knowledge and non-knowledge contained within the

object. At this very instance, the desire to possess materially and linguis-
tically would consume the pupil. The object was meant to conquer the

heartsand minds of subjects. Could it speak alone? Did it need interlocu-
tion? The forces between words and things had to be taken into account,
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those forces which aimed to stretch, pull,and reshape language into an

inconsistent, inconstant, incongruous heap of words.

Economics led the way. Between the years 1909 and 1911, the Ferry Plan

was reformed. The drawing curriculum was supplemented with a new
emphasis on the decorative arts and the depiction of natural forms;
measurementand discipline were set aside, giving way to intuitionand
creative freedom. The ornamental was seen as the ultimate congru-
ence of industry and art, via drawing. Yet, mechanical drawing and the
separation between projection and perspective were kept in place: the
ornamental patterns of leaves and bouquets of thought met the coffee
grinderand the hatchet; the plan did not budge. Enter the artisan. Craft
traditions were to be revived; they would become France’s major export.
Future markets were analyzed. Progress was elsewhere. Production

turned its eyes to the countryside. Nature was to be conquered; orna-
ment was the first step.

The debates around common sense had left the all-of-a-sudden-leafy
meadows of pedagogy; common sense eluded the smoky, bohemian

cafes of art; it was empty shop talk underneath the marbled columns of
politics. As the amendments to the Ferry Plan reversed what was already
too late to take back, common sense found its resolution elsewhere:
indeed, the kids had grown up and they had learned well. Incongruity
was smoothly appropriated by advertising. Capital was one step ahead,
maybe because others were doing its job. The advertisement was to bear
the configurations of this new common sense, starting with the use of
the compound form as expressed in the object lessons, moving on to

the porous suggestiveness of Bréal’s useless language, even adapting
to the opposition between the signifier and its signified that Saussure

would coin much later. The ad “gave a fairly straightforward picture of
the thing trying to be sold, near which was printed the brand name and

a brief text.” The brand name became the name of the thing, and vice

versa. Jell-O and Band-Aids.

In1911the Mona Lisa was stolen from the Louvre. It was found two years
laterin 1913. As her absence from the Louvre was mourned, her appear-
ance elsewhere was uncanny. She reappeared in advertisements and

comics; even Duchamp would revise her by giving her a mustache. She

became the site of a game (or was it all a joke?). “The Mona Lisa was

an open image, a party image, a narcissus, a pile of lines. Her smile had

opened into a series of characters, a series of bodies, a range of desires.
And yet, the masterpiece was nevertheless still speaking, telling anyone

with the wherewithal to hear that capital did not produce clear lines

of separation between genders, between stealingand selling, between

underwear and reflection, between plots. She revealed that all images

by 1911 could expect to exist by shifting and changing, surviving as

moving pictures in relation to things.”

What is an open image?
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lll. MAMA, TELL ME, WHAT DOES THE LADY HAVE THERE?

In 1912, Fernand Léger exhibited La femme en bleu at the annual Salon
d’Automne. It caused an uproar: “You will ask if nature and the human
form have ever been subjected to such outrage.” These were the words of
Paris’ municipal councilor, Gilbert Lampué, addressed to the Undersecre-
tary of State for the Fine Arts (sous-sécretaire de I'état pour les beaux-arts),
clearly stating his rejection of Léger’s paintings and accusing the Under-
secretary of negligence: “Your government has produced this monstrosity,
[has sheltered] this sort of horror!” What'’s the problem? What is there
to be afraid of? Has the dignity of the State been put into question by—
gaspl—ugliness? Whatever happened to beauty?

“[Lampué] took the Cubists to be painters who might as well be geometers;
at the same time he termed their work hieroglyphic. Lines once innate
to the hexagon, industrial and French [it must be mentioned, the shape
of France was commonly compared to a hexagon], were now even to
gentlemen dense, generically Egyptian, carrying an unhealthy odor
seeping from the tomb.”

According to the Undersecretary, this was a “matter of opinion,” and
the State should be impartial with its opinions. Instead it should seek
out “different kinds of beauty.” Once again, we can ask, what happens
to beauty in modernart? Where does it go? It is no longer related to like-
ness and resemblance—reality isn’t so beautiful anymore.

In defense of Cubism, Marcel Sembat, deputy councilor for Montmartre,
brought up not painting but poetry, arguing in favor of how long it took
for the Symbolists’ poetry to be understood—that one does not imme-
diately understand what one reads, “that a reading sometimes took
years to accomplish.” How to read? “You will have understood. Under-
standing comes with a delay.”

That same scandalous year, the Cubists would issue a manifesto, written
by Albert Gleizes and Jean Metzinger, to accompany the Cubist exhibition
at the Section d’Or. Du Cubisme took a subjective view on the projection,
on mechanical drawing—it was not about seeing through the object to
the plan, for there was no general plan. This language embraced work
as a personal vision that gave only a particular truth: “An object has not
one absolute form, it has several; it has as many as there are planes in
the domain of meaning.”

Where is the body? All this talk of planes, geometries, stretching words,
and curving lines caused quite a commotion; the gentlemen were blind
to the common sense whose roots they had planted years before. They
maintained their offense and saw this new art as a monster child, an
inevitable mutation begotten by the recently disposed-of Ferry Plan: “It
seems incredible that in the name of free instruction they come along
and forbid us to see masterpieces; and what do they give us instead?
Cubes, cones, hexagons, tetrahedrons, polyhedrons, the group of them
looking like a cemetery. They made the great draughtsman say, ‘My
poor children, they have placed before you tombstones and then forced
you to copy them!””

When asked about his blue lady, Léger had something to say: “I couldn’t
portraya woman in all her natural loveliness... | haven’t the skill. Noone
has. I must, therefore, create a new sort of beauty, the beauty thatappears
to me in terms of volume, of line, of mass, of weight and through that
beauty interpret my subjective impression. Nature is a mere pretext for
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a decorative composition, and | translate that emotion into art. | want
to expose the absolute and not merely the factitious woman.”

Lineand body were combined. The abscesses of the body were revealed.
The body had already been turned into a commodity, perhaps unwill-
ingly, through geometric partitions and scientific fragmentations,
isolations and measurements. The body need not be whole. Cubism
directed the gaze to all these parts, fixating on them, exposing the
body to a sexual butchery—the breast, the ass. If this transformed
the body into a fetish, then how did such stretching exercises, such
gymnastics of words, forms, and senses, implode within the painting?
The Cubists had their theo-
retician in the figure of
Daniel-Henry Kahnweiler. He
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posited painting as an act of
proto-writing, what comes
before script: the painting-
object. When Léger in the
1920s said that the object had
replaced the subject, he did
not mean the human subject
of philosophy as such. Rather
the object had replaced histor-
ical subject matters in painting
as the subject matter. Form
would from now on refer to
objects alone: pyramids, cylin-
ders, cones,and cubes. What to
dowith all these shapes? Were
they building blocks, a game in
which viewers could put the
pieces together, learn about
decision-making, formal combi-
nations,and problem-solving?
“Right from the start critics called
Cubism a game of rebus, though
this was unfair: the Cubist
picture never resolved image
and word into one cryptic call of
sense.” Around the time of these
debates, magazines began to
offer puzzles for their readers,
puzzles which could only be
solved by referencing ads throughout the paper, looking for certain
details or irregularities, thus training readers and viewers in strategies of
brand recognition. The ad yearned for content. There were other puzzles
which involved cutting out letters or words from ads and trying to write
lyrics about various objects. One amazing game asked readers to cut out
or trace fifty letters from the ads in the paper and then draw with them,
sending these drawings in as submissions. What, then, is the relation-
ship between the rebus and the puzzle? That of a game? Voltaire’s “Gal”
or Duchamp’s L.H.0.0.0.?
The Cubists had already played this game when they began cutting out
letters from newspapers. Word-play entered the papiers collées experi-

GASTON QUENIOUX AND J. VITAL-LACAZE, Drawing for Primary School, 1912
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FERNAND LEGER, La femme en bleu, 1912
VAVY (g ol g5l o3 W3 )8

ments of Picasso and Braque: cut-outs, letter combinations, extensions
of meaning such as the game between a written trou bleu/trou blanc
[blue or white hole] and its spoken form, heard undoubtedly as troubleux
[troublesome]. “The papiers collées were not playing their games in the
abstract; they were playing the games of the page.” Though, the game
also played with the space outside and around the words, through inci-
sion, spatial arrangement, margins, and measurements. What is taking
place in the game of collage and assemblage? Something is trying to
communicate itself. A third image? Eisenstein would say it first: “To
create an image as opposed to representing a theme.” Godard would
say it later: “The image made
] of two,” the overlap of images
that form an additional image
in the spectator’s mind.
Painting would eventually
give way to the readymade.
Duchamp’s friend Jean Crotti,
interviewed by an American
journalistin1916in Duchamp’s
New York studio, would say the
following: “In nature I am like
every other man, very much
interested in pretty women. But
I speak to you as an artist—not
asaman.Asanartist | consider
that shovel the most beautiful
object | have ever seen.”
Was this a joke? An artist is
free to play with his words, but
to what extent can we take
this game seriously? There
were rules applied to the
arrangements of words, to the
composition of titles: In advance
of the broken arm.
For Ludwig Wittgenstein, the
philosopher of language-games
and word-landscapes, play was
allowed, though games could
be generalized down to their
first lessons and daily usage. He would list the various types of language
games in his Philosophical Investigations, including, among other things,

“giving orders, obeying them; describing the appearance of an object;

speculating about an event; presenting the results of an experiment
in tables and diagrams; making up a story and reading it; play-acting;
singing catches; guessing riddles; making a joke, telling it.” Wittgen-
stein’s first lessons were an investigation into the elementary forms
of knowledge, derived from his experience as a primary school teacher
in the Austrian Alps during the 1920s. He had temporarily abandoned
philosophy for reformed object lessons. He tried, as part of the move-
ment to reform the Austrian school curriculum, to move to an isolated
mountain village, to teach and live simply. He felt, however, that chil-
dren could not catch his knowledge. He got angry, boxed many an ear,
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GEORGES BRAQUE, Le Quotidien, 1913
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and found himself kicked out of school for his violent temper tantrums

against stupid children.

The complex relationship between words/images and meaning was inves-

tigated by Wittgenstein through what he called a “picture-object”: “In

some respects | stand towards itas | do towards a human face. | can study

its expression, can react to itas to the expression of a human face. A child

can talk to picture-men or picture-animals, can treat them as it treats
dolls.” Speaking to pictures—
was Wittgenstein going mad?
The question was fair enough:
what was the relation between
what is seen and speech? The
naming of a thing seen, the
use of a word to describe it,
Wittgenstein designated as
a split in vision: “All seeing
was becoming, what he called
seeing-as: the gap between
perception and what a mind
might make of it.”

“If someone sees a smile and
does not know it for a smile,
does not understand itas such,
does he see it differently from
someone who understands
it? ... Hold the drawing of a
face upside-downandyou can’t
recognize the expression of the
face. Perhaps you can see that it
is smiling, but not exactly what
kind of smile it is. You cannot
imitate the smile or describe
it more exactly. And yet, the
picture which you have turned
around may be a most exact
representation of a person’s
face.” Is a blurry concept a

L H ﬁ GQ = -F!': concept at all? Concepts come
z £ 0 - - -

with blurred edges.
Wittgenstein’s final problem

from the outer. Once the mind’s

eye takes over, how is it possible
to see again with the eyes? Windows were especially problematic. Divisions
were constantly being made; Wittgenstein sensed this was something
bigger than he could ever comprehend. Silent movies, for example,
divided the one into two: the interstice between the image of a face,
a close-up of a mouth, the movement of speech, and the intertitles
consisting of words spoken, written, read, and shown; what made this
impossible division make so much sense? Interjections, lack, lags behind
the words were only to come after the moving image. Incongruities
didn’t seem to hinder comprehension, however. Inner and outer divi-
sions lie at the heart of the cinema—are photographs real? No, they
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are refracted, inverse light. The reflection is captured, turned inside-
out, the negative is produced, only to be used to print the photograph.
Seeing-as had found its mechanical demonstration.

All that we are left with are surfaces, smoke and mirrors.

Where is the subject?

The question was never answered. Each time one tried, the subject
disappeared again. Shards of light, cast out into the world, the dissi-
pated subject was inevitable.

No longer are words stretched

to their limits. Visual attention—

like a tightrope across an abyss

of darkness—blinks, quivers,

flexes to the point of breakage.

How much sense does common

sense make? Is it really our place

to ask? “Eyes must be washed:

to see again must we learn.”

Anote on the use of quotations:
All quotations are drawn from
either Their Common Sense or
“Ready-Made Originals,” save
forin a few cases:
a) in the third section, the two
sentences starting with “you will have understood” are from notes to
a seminar given by Avital Ronell in August 2010 at the European Grad-
uate School, Saas-Fee, Switzerland;
b) alsoin the third section, the quotes from Jean-Luc Godard and Sergei
Eisenstein regarding the “third image” are from the book Cinema: The
Archaeology of Film and the Memory of a Century (A conversation between
Jean-Luc Godard and Youssef Ishaghpour, translated by John Howe,
published by Berg, Oxford/New York, 2005);
¢) the closing sentence of the commentary, starting with “eyes must be,”
is a quote from the Iranian poet and painter Sohrab Sepehri.

MARCEL DUCHAMP, In advance of the broken arm, 1915. Replica made by

Duchamp in 1945 of lost readymade snow shovel
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FHILOSOPHICAL INVESTIHGATIONS = I
& box. But if it meant this 1 cught to know it 1 ought w be
able to refer to the experience directly, snd not only indireetly. (As
I can spesk of red withoat calling it the colour of blood.)

1 shall cal the following Agure, derived from Jastrow!, the duck-
rabhit. It can be seen a5 o mbhits head or as & duck’s.

8

L

And I masi distinguish between the ‘eoatinuous seeing” of an aspect
and the ‘dawning’ of an sspect.

The picture might have been shewn me, and I never have scen
anything buat a rabbit in i

Here it b weful o introduce the ke of o picture-objeet. For
ks

would be a ‘picrure-face’.

In some respects 1 stand towands it a3 [ do towands & human face,
I can study ity ciphession, can foict o i @i to the expression af the
haman face. A child cun talk to picture-men or picturc-animals, can
trcat thern as it ereats dolls,

I oy, then, have scen the duck-rabbit simply = &
from the fire. ‘That is to say, If asked “What's that** ar “What do
m here?™ 1 shoald have replieds “A picture-rabbit™. 17 1 had

been asked what that was, 1 should have explained by pointing
o all sorts of phetare of rabbi, should perhaps have poinied 1w real
mabhits, talked aboar their habits, or given un imitation of them.

1 should noe have answeeed the question “What do you sce here?™
by maying: “Now | am sceing it a5 & pictare-rabbit™. | should simply
* Pt snd Fabir i I'cyvboleg v,

Sho § o ouls <L oy bioXn g S gd9)  LUDWIG WITTGENSTEIN, Philosophical Investigations,
VA0V (Sl gl .S trans. G.E. M. Anscombe, 1953
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ONGOING TRANSMISSIONS

CONVERSATION WITH
MolLyY NESBIT

ASHKAN SEPAHVAND I'd like to start off by asking you how
you came to write Their Common Sense. Let’s set the scene, so to
speak, in which your thoughts situated themselves and place
them in relation to other debates and discourses at the time.I'm
especially curious about the period between Their Common Sense,
which you published in 2000, and your article “Ready-Made
Originals,” where you set down, almost fifteen years earlier, the
initial ideas for the book.

MOLLY NESBIT Thinking takes time, sometimes a long time.
I started working on “Ready-Made Originals” in 1984/85,
knowing it to be a first step into this field of research. I had
come to this material in part because of the way Robert
Herbert, my teacher at Yale, was lecturing on modern art
as a machine aesthetic embedded in the larger forces of the
industrial revolution. He had made all of us mindful of such
things as mechanical drawings and manuals. There was a
whole group of us who were, like him, social historians of
art; and we were working with a full palette of Marxist art
history, with social history (with its deeply archival research
and thick description), with implicit counter culture, and
with different philosophies of revolution.
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It is probably worth noting that when I started studying
art history as an undergraduate at Vassar in the early 7os,
modern art was being studied through the example of the
nineteenth century and in particular the flashpoint of the
1848 revolution and its aftermath, the Second Empire of
Napoléon III. The French state had already produced condi-
tions under which a critical and political art was made
possible and was given a platform every year in the annual
Salon exhibitions. It was a kind of situation that gave
painting an unusually strong public voice of dissonance
and dissidence; painters rose to the occasion and addressed
the world, seeing its pitfalls and imagining its possibilities.
What could a popular culture be? That was a real question,
one we took up historically. But this was a past that was felt
to be continuous with our present. This past could open up
our questions. It was clear, as we worked, that these ques-
tions held a frisson; they were often seen by others as too
radical, intellectually too dangerous.

What was the resistance towards this social turn?

Modern art history was saddled with a very strong formalist
orthodoxy that had structured it. It was also severely idealist.
A kind of aesthetic that involved looking at the real or the
base and not only the ideal, or an art history that did not
begin from the premise that aesthetics were separate from
everything else, was then considered heretical. By the middle
of the twentieth century, the orthodoxies formed a kind of
censoring wall, and to break it down, more than debate
was needed. The 60s, 70s, and 8os brought a real fight with
them, and what you know to be the culture wars began as
part of that struggle against rigid walls. The long culture
war had to do with different kinds of big questions, such
as those of identity and civil rights; and the social history
of art belonged to this cultural debate because it was an
attempt to produce a larger base for the discussion of art.
Social art history involves looking at things such as demo-
graphic patterns and the lives of cities in all their complexity
as well as deeming the experience of people who are not
intellectuals to be equally important. So you see, the larger
debates around identity politics and civil rights brought an
urgency into the field of art history too.

Meyer Shapiro’s work is considered to be the starting
point for the social history of art, and many people, such
as Linda Nochlin and Robert Herbert, began to look to
his work to find a place from which to begin. The idea of
studying the machine aesthetic art historically, for example,
sits as an aside in “The Nature of Abstract Art” essay
from 1937 that Shapiro wrote when he was weighing the
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amined. This gave me an upper hand to start working on
the topic; after all, I was looking at the sources of geometric
abstraction.

The real confrontation with academic orthodoxy began once
I had finished the book in 1996. Because of the way Their
Common Sense was written, the university presses wouldn'’t
touch it, and it took me a long time to find a publisher. The
main offense was that I had broken the expository voice.
It didn’t seem like such a big deal to me, especially if you
look at what had been happening in French philosophy or
comparative literature. But in art history, this was a problem.
The problem was language, which language to speak and
how to speak it.

It's worth emphasizing that the social turn in art history
made real use of critical theory, though not always conven-
tionally. Theory, as it entered American academic practice,
was heavily indebted to techniques developed by structur-
alist linguistics and, to some extent, anthropology, and to a
certain kind of psychoanalysis (Freudian/Lacanian). These
discourses produced a theory that somehow worked more
like criticism, producing a formal level of commentary rather
than nonformal, empirical ground from which to consider a
problem. The theory culture in art historical academia quickly
formed itself into a continuation of prior formalist ortho-
doxies. It was mostly associated with October magazine, and
raised a whole set of important questions. October involved
a group of distinguished professors who came to have a
great deal of authority, as would their students. So, one can
distinguish a kind of common sense of theory that remains
with us today. It’s this continuing debate—over the place of
linguistics and language—that Ilooked at in Their Common
Sense. Obviously my book does not reproduce the Saussurean
linguistics so influential in theory; rather, it introduces the
linguistics that was parallel to and even simultaneous
with developments in structuralism, a blind spot of sorts.
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research? He was a photographer...

Because Atget sold photographs to painters and decora-
tors, different kinds of crafts people, to architects as well
as to historians and set designers. So his photographs were
considered to be documents. A document is a kind of picture
which we would call a study. There are all kinds of conven-
tions for studies. They need to produce a certain kind of
truthful, historical information; and so the processes of
framing them, determining their focus, and setting them up
involves looking at the photograph as more than a technical
operation. Atget made his photographs embody the conven-
tions of technical drawings. As drawings used to do the work
of documentation before photography came along, I sensed
that Atget’s photographs could be approached with the ques-
tion, “What work are they meant to do?” In a sense, it is the
work of the mechanical drawing in literal relation to the
photographic apparatus—both belong to the same family
of images. You might say that this takes Realism one step
further towards truth, if you see what I mean. Though the
picture is in no case naturally true; it has to become cultur-
ally true. That happens at the level of its form.

So the artist’s access to images of everyday life became a central
issue for you when examining the documentary advances made

by photographic reproduction?

Yes, though many of Atget’s pictures involved some kind
of special access, say, to the interiors of buildings. He was
developing document archives, and you could think of them
as notes for use by others in a workshop or studio. So at that
level they work like a file. And Atget knew very well that
they were going into somebody else’s file, that they would
have a technical use. He designed his albums based on such
projected technical use. What complicates his pictures is that
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Atget was aware that they would be completed in the work
of somebody else. This messes with many of the ideas we
have concerning what a ‘significant’ picture should be doing.
Atget did not intend for his work to end up in a museum.
He wasn'’t even trying to make perfect documents. He was

Jol> (3luaiine o i 5l el cwyp )S
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often mixing different types of technical specifications into
the same picture, which meant they started to look rather
strange. That was one of the reasons the Surrealists became
interested in his documents.

I want to use this as an anchoring point to go back to language,
specifically the type of language you bring up in Their Common
Sense, alanguage of “line”—how this applies to drawing, to the
photographic document, the advertisement, etc. What reverber-
ations in the archaeology of pedagogy can we sense speaking to
us in this tongue?
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Historically it involves plunging yourself back to the givens

and the assumptions of a time that is not yours. Very often
you will find that common assumptions have very different
emphases and different forms. In this case, the language of
line for us has lost its ability to signify modernity as well as

its associations with an industrial culture and the violent
change brought about by industry. Utterly different kinds of
forms now signal the arrival of digital culture. Yet, the image

of the line, when you move into it, is beautiful—it could and
did conjure the future. The language of line is full of such an
ambition. And yet, all the same, ideal geometries still lurk
behind its vocabulary.

The language of line set out in the schools is ultimately
related to projections, mathematics, machines, and the kind

of drawings that become designs or plans. This language

of line was envisioned as a form of literacy as well as a
mode of production. It was introduced so that the popula-
tion could become literate in production. Industry would use

this geometry to make things that enter public life, things

comprehensible within the common sense needed for capi-
talism to function: the knowledge of what one buys and sells.
This was certainly a pragmatic curriculum. It went into exis-
tence and did its work in a classroom; but within a generation,
those ideals had to be modified. And what one realizes as one
looks at the history of education is that every generation is

going to make what it believes to be its correction to what
the previous one did or dreamed.

Education is condemned to undo and redo itself every twenty
or thirty years. It's not the case that each individual chapter
in education has failed, rather it is more a matter of a circula-
tion system in which knowledge participates, resurging under
different guises. If knowledge is going to be carried forward,
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every generation has to pick up the parts of knowledge it
cares deeply about and move them ahead, otherwise things
tend to get stuck and lost.

This is something that Gramsci addresses in “In Search of the
Educational Principle.” He analyses this constant generational
renegotiation, in which a certain ‘now’ is prescribed to a gener-
ation that will grow up into a different present. There is always
a ‘should’ attached to the type of knowledge one ought to learn,
along with a prescriptive sense of usefulness. I'm very attracted
to Gramsci’s proposal for an education that is, in a way, imprac-
tical, an education that is somehow teaching you a certain
uselessness or inoperability. Gramsci says that education must
come to terms with its challenge to articulate a common sense
whose past is, as yet, undefined: “For in this period, what is
learnt, or the greater part of it, must be disinterested, i.e. not
have immediate or too immediate practical purposes. It must
be formative, while being ‘instructive’—in other words rich in
concrete facts.”

Yes, but I think Gramsci is also being canny, because useful
educations are usually devised by people who are trying to
take power over others. The uselessness of something for
dictators would be a coded uselessness, and Gramsci would
want an individual to have the ability to decide what may
and may not be useful. Gramsci was a person who thought
very precisely about the time in which he was living and was
very mindful of the need to analyse the changes through
which he and his fellow countrymen and revolutionaries
were passing.

This is a very useful idea, still, for all of us. Just as knowledge
itself is fundamentally fragile, it depends on people, mortals,
to carry it forward. These truths are not eternal. The cultures
and the conditions in which we find ourselves are all subject
to the kind of change we associate with modernity. If you
look at the history of the twentieth century, you’ll find that
every twenty years, the state of things in any given country
goes through pretty massive shifts caused by one thing or
another. It might be a war or it might be the introduction
of electricity. We tend to think that once we’ve arrived at
some degree of stability, we can maintain it permanently.
Meanwhile the experience of the twentieth century has
taught us that we arrive at stability temporarily and that
we're going to have to work to achieve it again in our own
lifetimes, probably more than once.

The need to cope with these kinds of changes as well as to
find ways to carry knowledge forward amidst these changes
becomes our real responsibility. One of the things that worries
me now is that there is an assumption that the digital
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universe is capable of holding things for all time, that once
we archive, digitize, or scan it, we need not worry about
keeping knowledge secure. However, the digital supports
are, in fact, just as fraught with this volatility and this poten-
tial for change as anything else.

Hannah Arendt writes that crises in education occur when we
not only lose our “answers,” but forget that they were origi-
nally answers to questions. What is critical is not to try and
solve a crisis with a (pre)judgment, which closes the space of
experiencing, making it possible to revive old questions or to
ask new ones.

She is right. I find it interesting that a system of education
based on the French model had, as I understand from you,
been imported into Iran in the early twentieth century.

There is a kind of scattering, I'd say. It's not so much a direct
importation, but rather more of a series of back-and-forth
leakages, the way that water seeps into cracks in unexpected
ways. As Cyrus Schayegh writes in his book Who is Knowledgeable
is Strong, an entire class of academics, doctors, scientists, and
engineers went abroad, mainly to France, to study in the early
1900s, around the time of Iran’s Constitutional Revolution. They
would come back to Iran and bring back training and experience
from the outside, but Schayegh points out that the issue is less
that of an “Eastern” versus “Western” knowledge and more of a
matter of appropriation and exchange. I would call it a process
of recension, partially to emphasize the process of addition
and subtraction you alluded to when you mentioned that
knowledge is like building a bridge: there is a delicate negoti-
ation between adding and subtracting parts to span the void
underneath. A recension occurs in the metamorphoses of an
idea’s migration through, and via, time, space, and, most impor-
tantly, people, in which what is subtracted or added does not
‘lessen’ or ‘enlarge,’ but simply transforms and extends it. The
question becomes, then, how is knowledge re-circulated, reinter-
preted, or re-applied? If the educational system in Iran has traces
of a re-appropriation from the French education system circa
1920, then what'’s interesting is to approach this phenomenon by
looking at how some things exist as parallel and simultaneous
to other forms of knowledge, rather than as derivatives or copies.

The real task here is, as you mention, to avoid a compar-
ison and instead produce a certain tension by placing things
next to one another and afterward attuning oneself to the
magnetism that results, with its attractions and rejections.
The French drawing instructions I studied and write about
in Their Common Sense were put down in the 1880s and
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involved a whole combination of mechanical drawing as

well as drawing after the object of everyday life. The insist-
ence on production was clear and marked, in conformity
with “the sky is blue.” But this system also worked with

tensions; it avoided drawing the human body, for example,
and put all of these elements into a state of equilibrium, a

field from which knowledge could grow.

The field laid out by the Jules Ferry Reforms was based on

exclusion in its desire for simplicity. Subsequently in the

early twentieth century, some of what had been excluded

was allowed back in.

This had something to do with the need to put colour back
into the picture, literally, and the need to reorient drawing

back to the natural world. It was also the recognition of the

fact that one of the French exports of importance was going

to be its design industry: its furniture, its crafts, and so on.
Modern style in France needed nature in its repertoire—
think art nouveau and architectural art deco as a visual

point of reference for this.

I'wanted to return to a question I had asked you as we were corre-
sponding through email: for whom is a schoolbook? The ‘answer’
may look obvious: a schoolbook is for those who are in school and
use the books assigned to them for school. “So, it’s for pupils?”we
ask. But the question extends itself: Granted that pupils are
people, when do people become pupils? Books are books and
schools are schools, so what is that combination: a schoolbook?
Other books than schoolbooks can be assigned for school, for
people to read as pupils; at the same time, lots of schools exist
that are not housed in stately buildings and that, perhaps, do
not use books. But in any case, there are always people involved.
And people are in a state of movement, becoming something at
some point in time, only to become something else at the next.
As Ibn al-Haytham writes in his Book of Optics, “That is why we
never see a thing the same way, looking at it again.” I would
revise this statement and say “that is why we never are the same
thing, becoming again and again.”

Some of the language you use is descended from the kinds
of analyses and proposals that Foucault made in Discipline
and Punish from 1975. It presumes that this question of “for
whom does this work, to whom is it directed, etc.” is there
specifically and historically.

The issue at stake in this specificity is not just concerned
with language or translation between languages. Each
language sees itself as the universe, with all the contradic-
tions that have been implied through time. One doesn’t have
perfect, multiple cultural literacy, so one makes do with the
partial translation. Knowledge is always partial in that way.
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It's another one of its conditions. But I think you're also inter-
secting with conversations into which you yourselves have
already entered, conversations about rights, about education,
and particularly art education, conversations which are very
much alive and urgent in Europe as universities undergo the
Bologna Process.

Translation is one very important thing to me. The specificity of
language leads to contradictions: certain concepts and mindsets
are simply unreadable or untranslatable, if we’re thinking of a
one-to-one carry over. But things become far more interesting
when ambiguity, discord, and incongruity are embraced and
allowed into the translation. The image of the bridge comes again
into my mind. For me, translating resembles the movement
back and forth across a bridge. From each and every point in
the crossing, there are different viewpoints, angles, and outlooks.
Crossing the same bridge twice is never the same. Depending
on where one is coming from or where one is going, the entire
process takes on different forms and sensations. I'm particu-
larly attracted to Jorge Luis Borges’ take on translation. As you
know, he was an avid translator, working on German lyric, Walt
Whitman, Herman Melville, and even the One Thousand and One
Nights. For Borges, each and every translation was one possi-
bility in a series: the idea of the definitive, final translation, or
the perfectly congruous one, was misguided. All translations are
drafts, approximations, versions within a chain of translations.
In this sense, translation is an act of renewal, not transferral.
This leads us back to education. The transferral method of trans-
lation is somehow similar to an education based on instruction,
in which a subject is handed down by a teacher to his or her
students. But the renewal method, that modus of translation
that emphasizes the back-and-forth negotiation of potential
meanings, is similar to a development model of education.
The word in Farsi for this is parvaresh, which in itself has an
ambiguous meaning, making it difficult to translate into English.
Parvaresh invokes nurture, nourishment, cultivation; it's used
in relation to children as well as plants and is similar to the
double-meaning of “nursery” in English. The sense of the word,
forme, is related to the idea of development, more in the manner
of allowing something to constantly grow, change, respond,
adapt—in short, to become in a Deleuzian sense of continuously
spreading across a plane of experience.

There is a specific context that addresses the way in which
parvaresh can be understood: an institute, established in 1965 in
Iran, known as the Institute for the Intellectual Development of
Children and Young Adults, or simply referred to as the Kanoon.
Up to this moment in time, the transportation of knowledge
and the pedagogical approaches in Iran, especially within the
arts and literature, were dependent on a culture of carry-over
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translations. Grimm’s Fairy Tales, for example, would be trans-
lated into Farsi; Iranian schoolchildren would read books about
pine forests and cinnamon cookies, strange and fantastic things
that seemed far, far away. What Kanoon did was develop a
program that would produce works for the younger gener-
ation—books, theatre pieces, films—commissioning artists,
filmmakers, writers, theater directors, and poets in Iran. In fact
Kanoon was a special place. Many intellectuals and activists
of the time found in Kanoon a place to redirect their energies
and channel this sense of social responsibility into a develop-
mental-educational context. This was a time, however, in which
debates around culture were quite intense in intellectual circles,
stemming, namely, from notions of “Westoxification” and anti-
imperialist discourses that were quick to label anything ‘foreign’
as unauthentic. So, in a way, Kanoon did exhibit some nation-
alist tendencies in its activities, focusing instead on generating
an ‘Iranian’ frame of reference in visual and literary material for
youth. But at the same time, Kanoon never took it upon itself to
prescribe what an ‘authentic’ culture should be, leaving a lot of
room open for the various works produced under its umbrella to
rest in a relational tension with one another. This is important,
as Hannah Arendt writes in Between Past and Future. She takes a
look at the crisis in education in 1950s America and pinpoints a
much bigger problem, one that somehow addresses all debates
on ‘crises’ in education in other times and places: the problem of
tradition. She says that modernity’s challenge is one of “settling
in to the gap between past and future.” When we put down our
guard in this process, a lot of things can be taken away, manip-
ulated, and transformed around us, being re-presented to us as
‘tradition.’ Hannah Arendt calls this “false tradition,” and for her,
the most dangerous dictate it subjects us to is what to think, how
to think, and what truth to hold.

Kanoon didn’t do this. Kanoon introduced material in a slow
and steady way in the form of short films, storybooks, novellas,
etc. The material got more complicated, depending on what age
range it was geared to. Its distribution network tried to reach
out to libraries as well as to rural areas. In a way, many artists
‘discovered’ the rest of the country through Kanoon. Abbas
Kiarostami, for instance, really started his work there, with films
such as First Case, Second Case or Where is the Friend’s House?.
What's interesting is that in the years before the 1979 Revolution,
Kanoon produced works addressed to a specific generation, and
yet these works are not telling anyone what they should or
shouldn’t think. Instead the emphasis was on negotiating the
sense of what a commonality, a culture, and a society could
be, based on multiple perspectives and narrative positions:
the countryside appears, the city, some folktales, mythologies,
religious stories, a microcosmic mixture of much bigger social
and philosophical debates in which many of Kanoon’s artists
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were involved. Perhaps, though, in the indirect or incongruous
translation of these bigger conversations which delved into
works intended for a younger generation, the creative effect
of thinking through parable, metaphor, and imagination had
a much more significant influence than what we normally
consider as ‘politics’ could have achieved in its direct and
confrontational manner.

The other thing that would be interesting to introduce into
our discussion on cultural transmission and reproduction is
the role of the fable in Kiarostami’s work, because Where is
the Friend’s House? is built as much on storytelling as it is on
the trials and tribulations of the schoolroom. A miracle takes
place in the film. In our discussions today, we tend to see
culture as part of some big, impersonal machine. We don’t
hold much for stories, fables, and myths, nor do we give the
miracle a place to live. We see miracles as being something
superstitious or silly, but Kiarostami has made the miracle
come alive in Where is the Friend’s House? and I think there
are some lessons in this for all of us so-called graduates.
I'think it's important to think about the way in which these
kinds of doors of knowledge can still function in our world
today. You know, when we think of Nietzsche’s or Walter
Benjamin’s work, we can see that their real intention was to
touch our souls. What we’'re really longing for is some kind
of access to this other form of knowledge circulation that we
seem to have isolated from ourselves because we’ve become
so ‘civilized.’ Imean, the knowledge in the fable, the lesson in
the story, which doesn’t always have to be moral—it’s some-
times a kind of lesson that is simply lodged in the recasting
of experience as a way of producing more.

What comes through the fable or what comes through
systems of belief that we would call religious touches some-
thing else within us. And that’s why Nietzsche had to write
Thus Spoke Zarathustra. He was lucky he had the kind of mind
that could move in those registers, and he was very happy
to run outside of organized knowledge with his Zarathustra
and his Dionysus.

In light of Benjamin’s own statement that no thought is safe if
the enemy is victorious, and this enemy has never ceased to be
victorious—to say such a thing about coming across a work years
or decades after it has been made points out a certain potenti-
ality that awaits us in looking at works from the past. Almost as
if these works, Nietzsche’s or Kiarostami'’s, are telling us, “you
will have understood me,” that understanding doesn’t take place
in the present but rather with a distance, sometimes physical
or geographical, but always temporal. There’s a beautiful scene
in Chris Marker’s A Grin without a Cat where Marker presents
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archival footage of Fidel Castro giving a speech. The image
trembles, and itisn’t clear if the cameraman’s hand is trembling
or if the image has somehow encoded its own anxiety of being
viewed at a moment in the future. At this point, Marker says
that sometimes images tremble, “for sometimes the filmmaker
doesn’t know why he films what he is filming.” We can say
the same thing about any form of production: it only becomes
clear later in some future perfect tense when an image or a text
reappears, the same but different.

Delay is part of the process, and the transmission is never
complete. It's never linear—which is what makes teaching
so fascinating—because it’s not at all a mechanical activity,
not even at the most elementary of levels.

What do you see in your experience of teaching over the years?
What have you seen that has come and gone, and how is ita
constant development for you?

A part of it is that you have to trust the delay, because the
way in which you put knowledge forward varies according
to the assumptions of the audience that you are addressing.
About every five years or so, the assumptions and minds of,
in my case, twenty-year-olds, shift. So if you want to connect
with their assumptions and put other material into play in
their minds, woe to you if you don’t try and relate to those
assumptions, because you are not going to be able to make
the links work very effectively. The entry into a problem
is something you constantly have to adjust. You can still
teach the problems, the classical problems or the burning
questions, but the bridge to them always needs redesigning
or tinkering with; and that makes you realize it’s not just
culture that shifts so rapidly. There is something more
human to it. Especially now as the world population is more
mobile, the amount of mixing going on produces quite rapid
movements and exchanges at the level of assumptions.
However, I don’t think that we should give ourselves too
much of a special historical status. There have been big forces
of change moving through human societies at many points
in human history. But right now, that sort of unsettling and
resettling of the assumptions of a younger generation is some-
thing that any teacher must cope with; also, it is what keeps
teaching from becoming a repetitive, reproductive activity.

You know, what you're bringing up right now is essentially an
emphasis on variation and differentiation. If we pay attention
to our surroundings, we begin to see variation as a fundamental
aspect of our perception of the world: forms are similar and
different; they reappear and reproduce themselves; and what

LIGSIN ATTOW HLIM NOILYSYIANOD

)
S
=



QdVIH ANV NIIOdS

o
S
o

we see in nature shows itself to us again in society. It’s just a
matter of attuning oneself to specific sets of variable forms. At
the same time, within an educational context, the act of looking
at one’s surroundings is somehow a useless activity; there are
no immediate results. It's more of a training of one’s attention
to ‘look’ instead of just ‘see.’ I'm reminded of Benjamin again,
where he writes “when the Messiah comes, everything will be
exactly the same, just a little bit different.” There’s no hocus-
pocus; the sky won’t open, and angels aren’t going to show up.
It’s a powerful way of viewing ‘change’ —when we think of
change, something in us wants a massive turnover, a cataclysmic
shake-up, but really, the most effective forms of change involve
a simple variation on what is already there.

Think, too, of John Dewey’s work. He was extremely influ-
ential internationally. His books, such as Education and
Experience, present a philosophy of progressive education. He
was concerned with the way individuals come to knowledge
but also how they come to an understanding of their respon-
sibility in society and to a group. Dewey’s work presumes a
kind of knowledge which grows and progresses, constantly
developing. I dare say that the fruits of his thought are very
much inscribed in the educational undertakings of many
twentieth-century governments and reformers.

There is a great book by the sociologist Asef Bayat called Life
as Politics: How Ordinary People Change the Middle East. Instead
of taking on the exhausted diagnoses of the region suffering
from stunted development for various reasons, he attempts to
examine on a micro-political level ways in which what he calls
“non-actors” participate in “non-movements.” Non-movements
are organized without a necessary awareness of a formal organi-
zation by its adherents. They take place simply through a delay
of recognition on an everyday, street-level basis. In one of his
case studies he looks at how youth, in a desire to be young and
have fun, initiate slow tests and experiments with, for example,
their hairstyle or clothing, which act as signals to other youth of
similar mindsets. Through this chain of recognition, other youth
begin to replicate and reinterpret a type of fashion that inadver-
tently creates a social grouping, an unarticulated relationship.
This produces what he describes as similar to magnetic fields
in which relationships are established and are acknowledged
through specific semiotics of physical codes. There is never neces-
sarily a ‘coming together’ or an ideological demand, which we
would associate with a ‘social movement.’ But, for Bayat, such
non-movements are able to provoke transformations that
ripple across the social fabric in unexpected ways, creating a
chain reaction that may be initially suppressed but eventually
neutralizes former conventions, extending definitions of what is
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possible and what isn’t. Sometimes when one directly demands
something, it stunts the possibility of that demand’s realization.

Yes, this is an operation that involves non-centralized circuitry.

Exactly. There is no locatable initiator for such non-movements.
In a way, it’s similar to what George Kubler brings up in The

Shape of Time. According to Kubler, behavior is a thing; a
certain custom is a thing; and one can approach such ‘things’
as problems through time, problems that take form and shape

in different ways. Each problem comes with a proposition, a
temporary solution which plays itself out until exhaustion,
only to see yet another proposition placed on the negotiating

table. Propositions to a problem aren’t linear; they are, rather,
a network in which propositions exist concurrently and correl-
atively and sometimes overlap one another. In Their Common

Sense, you archaeologically examine the problem of the subject’s

dispersion in modernity. The question “who is a subject?” is

never answered, because it cannot be answered. The Ferry
Reforms and subsequent changes to the educational curriculum
in France and Western Europe in the late half of the nineteenth
and the first half of the twentieth centuries were all attempts

to answer this question, to give it a form, shape, sense, and

language. So were the experiments of the avant-gardes, who

operated in a chronological, affective tension within specific

circumstances where social, intellectual, and pedagogical forces

were at play. Each attempt, though, to answer such a question

only produces more fragmentation, leaving a strangely satis-
fying though anticlimactic sensation of a void. To appropriate a

title of Duchamp’s here, it's a “bride laid bare by her bachelor,”
a metaphoric expression for the failure of modernity. I think we

are confronted here with a major issue: the ‘who’ in the subject

has gone missing and needs to be retraced. By looking at the

ground, we can begin to identify the shadows a subject casts, the

footprints it leaves behind. It's a form of reconstruction, but at

the same time also an identification of an absence and its letting-
be. Is our contemporary position, then, that of an observer who

looks closely at his or her surroundings, scans the flora and fauna

in the landscape, radically translating what the visual tries to

communicate?

Saas-Fee/New York, August 2010
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g0, In his weatise On Ciedl Lgfe the Florentine Matteo Palmieri,
whose description of the 5t John's Day procession we have
already met, recommended the study of geometry for sharpening
t'H: mlnd.u UIIEJ'IIII'.'I'EI:I. T"IC l.mnkcr Glﬂmm RL[LE[II.I. rl:mcm'l:n:n:d
this, but replaced geometry by arithmetic: ‘it equips and spurs
an the mind 1o examine subitle matiers.” This arithmetic was the
other wing of the commercial mathematics central to Cluattro-
cento culture. And ot the centre of their commercial arithmetic
was the study of proportion.

On 16 December 1486 Luca Pacioli the mathematician was in
Fisn, and during the day he called in at the cloth warehouse of
his friend Giuliane Salvian. A Florentine merchant, Onofrio
Dini, was also there, and there was conversation. One of the
things the Florentine, Onofrio Dini, kept his end up with was
the following problem: A man was Iym,p: on his denth bed and
wished to make his will in as foresighted a way as he possibly could,
His estate, he reckoned, amounted o the sum of Goo ducats. The
mian's wibe was shortly o give birth to a child, and he wished to make
specilic provision for both his widow and 111; qrphnn. He therefore
e this disposition : il the child was a gir] then it was 10 receive 200
ducats only, while the mother would receive 4oo; if, on the other
hand, the child was a boy it was to have goo ducats amd the widow
only goc. Shortly alterwards the man c‘iied, and in due course his
widow’s time came, But she gave birth to twins, and, to make things
more complicated, one of the twins was a boy ‘and the other a girl.
The problem is: if the proportions between mother, son and
daughter desired by the deceased are honoured, how many ducats
will mother, son and daughter each receive?

Onolrio Dini probably did not realize it, but the game of
proportion he was playing was an oriental game: the sme
problem of the widow and the twing appears in a medicval
Arabic book. In turn the Arabs had learned this kind of problem
and the arithmetic invelved in them [rom India, for they were a
Hindu development of the seventh century or earlier. Along with
much other mathematics they were brought 1o Lialy from Islam
early in the thirteenth century by Leonardo Fibonaccel of Pisa.
lialy was [ull of prablems like that af the widow and the twins
in the Aficenth century. They had an entirely practical function :
underneath the costumes of the widow and the twing are three
carly capitalis carving up a profit according to their relative
investment in some trading venture. It is the mathematics of
commercial partnership, and it was in this context that Luca
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Pacioli retells Onofriec Dini's story in his Semma de Arithmetica of
1404

The universal arithmetical wol of literate Italian commercial
people in the Renabsance was the Rule of Three, abio known as
the Golden Rule and the Merchant’s Key. It was basically a
very simple thing; Piero della Francesca explains:

The Rube of Three savs that one has o mueliply the thing one wanis
o know about by the thing that is dissimilar to it, and sne divides tee
product by the remaining thing. And the number that comes lrosm this
is of the aature of that which is dissimilar to the st term ; aned the divisor
it alwaye similar o the thing which one wans to koow about

For example: seven bracci of cloth are worth nine lire; how musch
will five bracc be worth #

Do it as follows: multiply the quantity you want 1o know about by
that quamtity which seven braccl of cloth are worth—mamely, nine.
Five umes nine makes forty-five. Divide by seven and the resull is six
and three sevenths.

There were different conventions for laying out the four terms
invoalved

{n} T 9 (L] T L) 5 (&)
sf"//wi}
&) r | 5 4 (ddy TH = 564

In the thirteenth century Lepnardo Fibonacci had used the rather
Islamic form (a). By the fifteenth century many people preferred
the terms in & straight line, as in (b). In some copybook contexis
the convention grew up in the later Renaisance of connecting
the terms with curved lines, a3 in {c). Nowadays we would re-
present the relationships as in (d), but this notation was not
usexd before the seventeenth century. The curved lines in notation
(€} were not just decoration: they noted the relationships between
the terms, because a series of terms in the Rule of Three is in
geometric proportion. It is in the pature of the form and the
opeeation that (1) the first verm stands 1o the third term as the
second stands to the fourth, and alss that (2] the first perm stands
ta the second term as the third stands to the fourth, and also that
(g} il onee multiplies the first term by the fourth term the produet
will be the same as the product of the second and third terms.
A man noted these relatonships as a means of checking his
caloulations.
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Figure 1

3. {a) N rings having different outer diameters are slipped onto
an upright peg, the largest ring on the bottom, o form a8 pyramid
(Figure 1). We wish to transfer all the rings, one at a time, to a
sppond peg, but we have a third (auxiliary) peg at our disposal,
During the transfers it is not permitted to place a larger ring on a
amialler ome, What 15 the smalléest number, &, of movés necésiary
to complete the transfer to pég number 23t

(b® A brain-teaser called the game of Chinese Rings is con-
structed as follows: » rings of the same sizé are each connected to
a plate by a saries of wires, all of which are the same length (see
Figure 2. A thin, doubled rod is slipped through the rings in such
a way that all the wires are insude the U-opening of the rod. (The
wires apre free to slide in holes in the plate, as shown.) The problem
consists of removing all the rings from the rod. What is the least
number of moves necessary to do this?
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12. An island is inhablted by five men and & pet monkey. One
gfternoon the men gathered a large pile of coconuts, which they
propossd  to divide equally among themselves ithe nexi morning.
During the night one of the men awoke and decided to help himself
te his share of the nuts. In dividing them into five equal parts he
found that there was ome nut left over. This one he gave o the
monkey. He then hid his one-fifth share, leaving the rest in a single
pike. Later during the night ancther man awoke with the same idea
in mind. He went to the pile, divided it into five equal parts, and
found that there was one coconut left over. This he gave o the
monkey, and them he hid his onc-fifth share, restoring the rest to
one pile. During the same night each of the other three men arcee,
ot At A time, and in ignorance of what had happened previously,
went bo the pile, and followed the same procedure. Each time one
coconut was left over, and it was given fo the monkey. The next
morning all five men went to the diminished nut pile and divided it
into five equal parts, finding that one nut remained over. What is
the least number of coconals the original pale could have contained?
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CONVERSATION WITH
SHAHAB FOTOUHI

NATASCHA SADR HAGHIGHIAN How did you become interested
in mathematics?

SHAHAB FOTOUHI My secondary school education took place

in a school that was the product of contradictions existing

within the executive branch’s bureaucratic organization. Our
school operated nationally, consisting of a middle and high
school in each province, one for boys and a separate one for
girls. Under the departmental supervision of the Chamber
of Deputies, a group of people had managed to establish
an educational organization that allowed them to carry out
programs independent of the Ministry of Education. For this

reason, we had complementary booklets for mathematics

and physics alongside our regular subject textbooks. The lack
of booklets concerning art and literature, however, showed

the unimportance assigned to these fields by the organiza-
tion’s directors. Despite their concise length, these booklets

were much more interesting and complicated than the offi-
cial textbooks. The latter were once considered a Bible by
students and their families. Thus, an important side effect

of the booklets was that the official textbooks’ validity was

called into question.
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What initiated my interest in mathematics was a phenomenon
called “karsooq.” This word was invented as a substitution
for the foreign term “workshop.” Karsooqs were programs
consisting of talks, experiments, practical workshops, and
competitions in different scientific fields. Initially, they were
organized as a competition taking place in different cities.
The important particularity of these competitions was that
the information needed for answering the questions was
given only then and there at the karsooq. Therefore, the
main task was to analyze, rearrange, discover, and intuit
possible solutions. At the outset, you knew that you were
not required to know anything from beforehand; rather,
you had to have the courage to be a trailblazer, to go down
the rarely trodden path. Afterwards, a number of students,
usually not ‘book smart,” were selected from different cities
to gather and attend the final workshops. The karsooq organ-
izers were themselves students—education for them was not
a profession—and they had initiated this adventurous journey
with much enthusiasm and passion. We would travel, play
football with our teachers, watch films, eat and drink, and
waste lavishly. For us, this method of education produced
new subjects of thought, without any concern given to a
predetermined and ‘useful’ output. It's not difficult to see how
I became interested in mathematics via this approach. This
form of mathematics re-summoned the dazed ghosts from
a cemetery we had come to know as mathematics, with its
rote repetition and irrefutable, ordered principles. In high
school, we all of a sudden encountered a phenomenon called
the “Olympiad.” These Olympiads were competitions orga-
nized within different scientific fields throughout the country,
and after several stages a team of six or seven students was
selected to attend the International Olympiad. Success in
the International Olympiad was advocated, a propaganda
project for the regime to lay its claim upon scientific progress
on a global scale. However, this situation also had desirable
outcomes, resulting in an interesting new wave of activities
amongst the students.

Our school as well as others under the above-mentioned
organization was among the main places where the agenda
set by the Olympiad preparation was pursued. As a result of
this program, some of us were given leave of serving in the
classroom and instead were drafted to solve mathematical
problems on our own.

To be done individually, or in groups?
Most of the time, we chose a problem together, but then

everyone tried to individually wrap their heads around
it, which sometimes took a few days to do. In general it
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was really fun. Imagine four or five students camping out
somewhere with their notebooks and pens, gazing at the
surrounding walls, squatting or lying down, taking notes
from time to time, hoping that the idea needed to solve
the problem would appear in a flash: “Eureka!” Of course,
apart from problem solving we had other preoccupations:
we read books together, played football in the prayer hall
with a bunched-up ball of socks, or recited poetry. All in all,
we had a marvelous time. The interesting thing was that
the school principle had thorough confidence in a bunch of
fifteen or sixteen-year-old kids who thought they knew better
what was optimal for this so-called Olympiad. He defended
our autonomy against those teachers who were annoyed
that we were not attending their classes. We simply had to
come to school and he would see that we came, but at that
point we were free to choose where we would set up base.
For example, many times we would go up to the rooftop of
a half-constructed building located on the school grounds.

So you didn’t have any teachers for your problem solving?

Fortunately not.

It's somewhat hard for me to imagine this problem solving thing.
What was it like? What was the process?

Well, it was a long time ago, and I have forgotten many of
the details; but the first thing that comes to my mind is that
every problem has assumptions which are self-evident and
unquestionable. For instance, one problem could start like
this: “During the night, stars are visible at different sequences.
Suppose from every (x > 1) stars, at least two are simultaneously
visible.” Over the span of just a few words, you would be
thrown with incredible speed into a space where you had to
fight phantoms. Sometimes this space seemed familiar, and
your hope to overcome would grow; at other times, it was
absolutely strange and unexpected. Now, this space was occu-
pied by many characters. You had to decide which of them
you could trust and ally yourself with; together, you again
had to select which of the others you would conspire against.
Especially during the exam where your time was limited, you
had to be courageous and choose from those ideas that came
immediately to mind, which was a real gamble. Here, guess
and foresight played an important role, as well as where you
would chart the field of your expeditions and discoveries,
deciding amongst the directions available to you for taking
steps, however nimble, heavy, fast, or slow they might be. It
was as if you were following a problem, running alongside it,
at times overtaking it in the race, only to trace its course and
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ascertain its movements. The final result was unimportant;

it was clear from the beginning what, for example, you had
to prove. Indeed, the important part was the middle, when
speed, fear, and hope climaxed. Of course, chance mattered,
as did hushed prayers and crossed fingers in the struggle to

maintain one’s faith in a solution to the problem. This epic

saga happened only in the mind and had no external mani-
festation. It was a completely parallel world. Sometimes you

tinkered for days with a problem and it would ensnare you.
Over the course of the day, you would come out defeated; at

night you would dream of victory. And naturally, sometimes

you would just give up and flip to the key.

Apart from solving problems, what else did you do? You mentioned
tome earlier that some of you brought things to read to the rooftop.

What kind of things did you read together?

All sorts of random things, anything that interested us. From
Shari’ati to science fiction; from Arthur C. Clark and Ray
Bradbury, Foroogh and Shamloo’s poetry to the verse of
Seyyed Hassan Hosseini, Gheysar Aminpoor, and Salman
Harati. Or, for instance, Ideals and Realities by Abdus Salam,
a Pakistani Nobel Prize Laureate, in which he speaks about
the development of science in Third-World countries. There
was also Sadegh Hedayat’s Haji Agha, Albert Camus’ The
Stranger, Seyyed Morteza Avini’'s Magic Mirror, and Yoosofali
Mirshakkak’s Fighting the Self and the Universe. It was all-
comprehensive and hodge podge. Later on we even had
a room where we put the things we had copied and what
seemed interesting to us on the shelves. These first three years
of high school were spent in the manner of long, hot summers,
fleeing from class; and inevitably there was loads of time to
embrace the wide sky and sail out to the horizons of the mind.

With such an interest in mathematics, how come you ended up

studying architecture?

Well, Ifailed the Olympiad. Imean, not being shortlisted as a
final candidate was officially a failure for me. It was in the last
year of high school thatIobstinately decided not to further my
studies in mathematics. Since my high school major was math,
for the university I had to continue studying either that or
physical science or select from a range of engineering subjects,
none of which I found interesting. It was only architecture
that—though categorized within the field of engineering—
obviously differed from the others. Our neighbor was a young
architect. I talked to him about architecture and liked doing
so. Actually, it was by fate that I ended up in architecture; if
it hadn’t been the case, it would have been the alternative
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majorsIThad chosen on my selection form, which were of the
variety of sub-species fields classified under “engineering.”

And how was the university for you?

Much worse thanIhad expected. It wasn't long until I discov-
ered the value of what I had in high school: freedom, peace,
and solitude! At the university, you were obliged to do ‘things’
all the time, according to gentlemen’s discretion, and then

‘present’ them. This ‘presentation’ was, for me, a real disaster.
When a problem was solved, it was solved. But here, there

was always someone who observed your work from a low

angle with the presumption of a need for correction. Indeed,
the protocol for formal presentations of what we had done

in class was called “correction,” and the original French word

was even used for it. Another strange term was “aesthetics,”
the jurisprudential justification for and ideology of exercising

personal taste. My problem was not just with the educational

atmosphere with its particularly weird characteristics; as

a whole, it arose due to the conflict between the scientific

logicI'was used to and the ambiguity and uncertainty of art

as it essentially was.

You were not concerned with aesthetics while solving problems?
Imeaninthe sense that one solution, for instance, might be more
beautiful than another?

Well, some problems only had one solution. But there were
also times when you could find something in problem solving

O ol Sl 3,5 oo o s G 2350 9

W €pmmad ad il pame 4 )5 sl sl>le
LgemS S 0 o oS 08T o |y Bl g5l 8 Laid
475 45 05 Clib gl s o sé Mol
oo S5t andlog able Jlosl Shglgionl o (o0
o> ol laise b (el glab ol L L
Lol jo po coshad soc g plpl W > 2 4y 090
ls Slilia cpogs 00,8 wole T ayaS ole lats

fol 6,50 ol 51 sl Jooly ol e

2B Lol casls ool ) S Jndd baliws 5l Lo
hg aie Jo 5015 Haaae (plas o 8o b o0
B 58,5 (oo ooliiul Ldow gawass lnl 5l S
9 i 0 YU &G jles SIST 4 boes 5 95 5 S5
Slas J 5o sy 4200 4 gy gonzme S BN
S5 3l o] 4 (gaile o A 095 4o

| 6)-’L~') J.‘>o|)

Flgie olewl 2 alubialy ) leacacs oL, 1o
Ol azol Jb o e Lol logd o alins Jo g, 0y
Galis gy (g0 aline ol axlse (g5lene yo
LU FEININR SOEK SOV RNW e
Sl cpl bl ol g 4y 51 IS jsboas 4 590,65'9)

o5 ol p 6550l

R oz

~

which was close to what you describe. For instance, if you

used the tool of analytic geometry to solve geometrical prob-
lems, the whole process would become mechanical, and the

result could be reached without much creativity and, instead,
with the mastery of skill. But if you restricted your methods

to Euclidean geometry alone, you would need a more exciting

idea for solving the problem, and one could then say that the

process was more beautiful.

Soin mathematics aesthetic concerns could be a way to increase
the difficulty level of the solving process, but what you encountered
afterwards in architecture was a new problem, the problem of
taste, which evokes insoluble ambiguity. In terms of liking, it is
undecidable which of Le Corbusier’s works is generally better
than the others. Was this an interesting challenge for you?

It was difficult. First of all, somebody called “professor” had
to approve my work, and if he didn’t feel like it, he wouldn'’t.
He wasin a higher position in the academic system and could
exercise his own taste. Seemingly, we were arguing about
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architecture, but, actually, it was mostly an ideological conflict.
The head of our faculty believed that modern architecture was
Satanic architecture. Interesting people who had taught there
were purged and the “forces of good” had come to substitute
for them. It was a well-known case that the administrative
deputy had attempted during his years as a student at the
university to ‘put’ a Qur’anic verse into perspective:

L S . --
e L

Of course, this lends itself to perception with some difficulty,
yet the conditions set by the scene are illuminating. As Jacques
Mohebbi has himself decreed, “If you know what I mean,
there is no need for further explanation; if you do not, we
cannot communicate.” Our situation was dire; Imean, funda-
mentally there was no intention to encourage students and
professors to approach one another, in order to give meaning
to our dialogue. The concept of taste is inherently hierarchical.
When somebody talks about his or her taste, he or she does
not want to communicate. This person is, in fact, guarding
his or her privilege to exercise taste. It is an expression of
status, to have the final say in the teacher-student relationship.

You speak of taste as a language of power and distinction of
different positions in a hierarchy, the hierarchy here being the
student-teacher relationship. The teacher exercises a certain power
by deciding on the working language of the learning process, and
if you cannot or do not want to speak in that working language,
you cannot communicate.

For me, the quote you mention is evocative of the first scene in
Kiarostami'’s film First Case, Second Case. You see a teacher drawing
a schematic model on the blackboard while the students are
sitting on their benches watching him. The room is silent, apart
from a monotonous, rythmic knocking that appears as soon as
the teacher turns his back on the class to draw—

—an ear.

Yes. He is drawing an ear, interestingly, and one of the students
decides to respond with a rythmic knock. The noise produced by the
student could be seen as aresponse to the ear on the blackboard. You
could even say that itis, in fact, a very precise response, maybe even
a question or a comment. Both try to enlighten how the ear works.
But the teacher has decided upon a different working language
and does not understand the question posed by the knock. He just
sees it as a provocation, and so then he urges the students to reveal
the wrongdoer so he can punish him. When nobody responds he
suspends the last two rows from class for a whole week.

The film then continues with interviews of people about the
decision made by the students not to give away the knocking kid.
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Issues are discussed that have to do with solidarity and group
dynamics taking precedence over obedience. The problem of the
miscommunication between teacher and knocking student is
hardly addressed, though. It would be interesting to imagine
a ‘third case’ in which the teacher has to leave the class and the
students suggest conditions under which he can return.

You used to sit on the rooftop and solve problems without a
teacher. What are your thoughts on a ‘third case’?

Given what I have said as well as my pleasurable experience

of not having a teacher, I definitely agree with your sugges-
tion. Let me just say that, in my opinion, the problem does

not only belong to the teacher, but also to the whole struc-
ture, which is firmly arranged and leaves no room for doubt.
The classroom box, the composition of the teacher and the

students—smart and lazy, short and tall—the order of subjects

and the self-evident clarity of the curriculum, and finally the

already predetermined, desired results all lead to everyone

seeking a moment of escape. My parents were teachers, and

I have no doubt that if this teacher could have done so, he

would have—without force or hesitation—jumped out of
the class window of his own volition.

Clearly, a teacher who can’t allow for doubt or discordant objects
of reference between student and teacher is trapped in his or
her own role. The classroom becomes a confinement for both
parties. Disobedience of the students is a known reaction to this
confinement. It would be interesting to see what, for teachers,
the escape routes from the trap could be.

But back to the reality of your architecture studies. Did you at
least have courses on mathematics in architecture as an escape
route for yourself?

In construction, there are walls that play a role in dividing
space. Other walls support and conduct weight in a struc-
ture and are called bearing walls. The sort of mathematics
we used in architecture was mechanics: things such as
statics, dynamics, the science of perspective, and mechan-
ical drawing—culminating in the wisdom of how to draw
objects from four different points of view.

And is that why you gave up your academic studies?

Before giving up my studies, in the very first year I heard
about a young architect named Reza Daneshmir who held an
interesting class on architectural theory in his home. Since I
had lost my faith in the university, I attended his class. There
he discussed architecture along with the visual arts, literature,
and whatever else was of interest to him. It was there that
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I first heard the name of Duchamp and where my eye was
first struck by the beauty of his urinal, a fountain for my
burning thirst. I didn’t know much about visual art before
then, but now that I think of it, it is much easier to perceive
Duchamp’s innovations from the point of view I had inher-
ited from mathematics than from the one originating in
painting. The idea of creating by selecting, naming, and
changing the context suited my palate well and seemed
more creative than constructing something with my own
hands. Soon after, art became interesting, and it was clear
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to me that I liked art and cinema more than architecture,
especially if that meant continuing my studies at that ruin,
the University of Science and Technology.

In “Ready-Made Originals” Molly Nesbit describes the relation
between technical drawing in elementary school curriculums
in France around 1900 and Duchamp’s readymades. Technical
drawing was seen as an important skill which was needed
to provide the blueprints for industrial mass production and
modern capitalist society at the time. Duchamp went through
this educational system and later made fun of it by exposing
some of the common objects from these curriculums, rendering
them useless and combining them with ridiculous puns. Soin a
way, Duchamp’s reaction to his own education corresponds with
your immediate liking for the Fountain.

It also reminds me of a readymade by Duchamp entitled
Unhappy Readymade that he sent to his sister after hearing
the news of her marriage. It was a geometry textbook that
she hung with a piece of thread from her apartment balcony.
The wind would flip the pages, find the geometrical problems,
and tear them apart.

So that’s when you decided to become an artist. What was your
first artwork?

It was an installation of goldfish and ice. For me, it was inter-
esting to use real fish as a material in my work. Each goldfish
was inside a small ice cube, hanging from the ceiling with a
hook and thread that passed through the fish. The ice would
melt and the goldfish would remain. It was catastrophically
dramatic. Together with Ehsan, who was studying industrial
engineering at our university, as well as Arian, a university
classmate with whom I also attended Reza’s classes, we
decided to hold an exhibition in the gallery of the Faculty
of Architecture. I first did the piece there. After a year, the
Tehran Museum of Contemporary Art announced an open
call to artists for participation in its exhibition of Conceptual
art. This was an interesting event because up to this point
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MARCEL DUCHAMP, Fountain, 1917
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the museum was only a place for older, established artists.
Now, everyone could participate. Thad a video of the goldfish

and ice piece, and I sent it in. They contacted me to say that

the work had been accepted to the first round of selections

and that I must go and speak with the jury. Three people

were sitting in the room. The first one said that there was a

problem with my work, namely that the killing of fish for an

artwork stood in contradiction to environmental issues, itself
a theme of the exhibition. Another suggested I use figurines

instead of real fish and started to explain how I could go about

making them. I said that, for me, the original excitement was

to use real goldfish and that I wouldn'’t agree to change the

piece, and the session ended then and there. Thad recently quit

university due to the same bullshit, and I was still pumped up;

soIsaid “Come hell and highwater!” and decided to screw the

exhibition altogether.

Afterwards, as [ was trying to stand on my own two feet, my
interest in cinema led me to start working in a company that

produced teasers. Supposedly, [ was an assistant to the director,
but actually Iwas just doing manual labor. One time we went

to a tire factory in order to make them a teaser, and my job was

to roll a tire. I was clumsy and bungled the work many times.
Somebody else rolled the tire instead. In the middle of the

job, we went for lunch at the factory canteen. It was summer

and the smell of kebabs and sweat had blended into quite a

concoction! I came out to use the public telephone to dial infor-
mation and asked for the number of the Faculty of Fine Arts. I

had heard that the jury member who had given me the hardest

time about my work taught there. I called the university and

with great luck got a hold of him. Isaid Thad found a solution for

how not to kill the goldfish: instead, I would buy them already

dead from the pet shop. He asked how I would prove this. I said

thatIwould film the process of buying dead goldfish and show

the video next to my installation. Fortunately, he liked the idea

and was convinced. In the end, the video showed me asking

shopkeepers if they had dead goldfish for sale—they would

then tease me, saying they’re not purveyors of dead fish! This

professorIjust mentioned forgot all about the video untilIwas

in the midst of installing the work for the opening. He came to

me and asked for it. He took the video, went to watch it, and

came back furious. But what was done was done, and half of
the piece was already suspended between earth and sky. We

then made a deal that I explain the whole thing in a note next

to my work. Instead of the video, I wrote “these fish were dead”
on a piece of paper. The next day, the professor came and took

the note away himself. That was my first work.

It seems to me that even in your practice as an artist you continued
to solve problems. Maybe even beyond your artistic work the
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experience of the karsooq and the rooftop sessions has shaped your
practice, by and large. In the story of the dead fish, the artwork is
a problem, and it is finished when the solution to the problem is
found. It seems to me that whenever you encounter a problem,
you analyze it into parameters so that it can be handled like a
mathmatical case, and then you look for its solution with a great
deal of stamina. Interestingly the artwork becomes a challenge
in the sense that it is not necessarily obvious whether you will
succeed in solving it or not; and this fact returns with the same
excitement every time because no case is the same.

In the old stories, learning always starts from amazement: you
encounter something or somebody that amazes or alerts you. In
most of these stories you will search for an understanding of the
source of the amazement, and so it becomes your driving force
in your search for knowledge. You will even take great risks to
find the answer. According to these stories, the learning process
is what happens to you on this journey.

What are the things that amaze you now? From whom and what
do you learn?

After quitting architecture, I didn’t go to university anymore.
The situation of art education was just as catastrophic as that
of architecture. This made me start to look for ways to learn
by myself. At that time, nothing useful had been translated
about Conceptual art, which was my interest then, and so I
found things toread here and there in English, reading them
with difficulty. Animportant event was the Internet, which
had just popped up. The thing about the Internet was, when
you searched for something, you would come across many
other things of completely different periods and moods. This
caused me to encounter things without any rhyme or reason,
which made me worry. IthoughtIhad to understand the role
and order of everything in this piecemeal story and find the
resolution to the plot. Later on, I understood that there is no
roadmap, nor am I the type of person that has anything to
do with those who insist there is. Slowly my work began to
find a connection to the socio-political context here, making
it difficult to compare it with the West. Therefore, thinking
about an artwork from the initial arrival of an idea to its
transferral and further conceptual development was more a
matter of personal intuition and discovery. It was from this
process thatIlearned something, and later it was from peers
around me who were also engaged in these concerns. It was
at that time that I met Neda, who had recently come back
from abroad, and she was a new window for me. I also had
friends who didn’t have much to do with visual art: there was
Farhat, a physician who wrote stories, and Pedram, who was
an architect, as well as some others who were working more
in the humanities. Alot of the time, it was more interesting
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to talk with them about art than with artists. As my English
improved, I could read with more ease, and my relationship to
things coming from ‘the other side’ went beyond mere sight.

Yet, Istill thought I had to go and study outside the country.
The artists I knew were usually well-established and were at
least a decade older than me, and I wanted to see what was
happening there ‘right now.’ Perhaps I was still looking for
that so-called map, the one that would shed light on all of
the story’s twists and turns. It was, just as you describe, as if
Ilooked at artworks as a problem and searched for strategies
to develop anidea and resolve it. School abroad had its good
things. Being next to someone from the southern forests of
Germany, another from Iceland, and another from the bowels
of New York, to see their concerns and how they worked with
them, how they approached what I did—this was wonderful,
even if at times tough. On the other hand, seeing a ‘certified
expert’ who, with the excuse of ‘critique,’ flirted insatiably
with the art market resulted in my gratitude to the fact that
a ‘Curatorial Studies’ program had supposedly not yet been
established in Iran. I saw the value of the not-yet ‘globalized’
freedoms existing on this side of the world. Since you asked
what amazes me at the moment—I don’t know. After the
silent demonstrations following June 15, 2009, there has been
no amazement. Or maybe, the amazement has been so great
that it has overshadowed anything else. What I'm currently
busy with is mainly to understand that moment and other
similar moments that have shown their face in history and
will most likely show up again.

Tehran, September 2010
Translators: Ashkan Sepahvand and Bavand Behpour
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PAGES 206—207

MICHAEL BAXANDALL, Painting and Experience in Fifteenth-
Century Italy: A Primer in the Social History of Pictorial Style
(Oxford: Oxford University Press, 1988), 94-95.

PAGES 209, 211, 227, 229

D.O. SHKLARKSKY, N.N. CHENTZOV, and I.M. YAGLOM, The USSR
Olympiad Problem Book: Selected Problems and Theorems of
Elementary Mathematics. Revised and Edited by Irving Sussman,
trans. John Maykovich (New York: Dover Publications, Inc., 1993).

Key to the mathematical problems: pages 294-296.
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By Taea 1N

125. Two seventh-grade students were allowed to enter a chess
tournament otherwise composed of eighth-grade students. Each con-
testant played once against each other contestant. The two seventh
graders together amassed a tofal of B points, and each eighth grader
scored the same number of points as his classmates. (In the tourna-
ment, a contestant received 1 point for a win and § point for a tie.)
How many eighth graders participated?
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By Taea 1N

261. A butcher has an inaccurate balance scale (its beams are of
wnequal length). Knowing that it is inaceurate, and being an honest
merchant, he weighs his meat as {ollows. He takes hall of It and
places it on one pan, and he places the weights on the other pan;
then he weighs the other hall of the meat by reveraing this pro-
cedure, that is, by removing the weights and placing the meat on
that pan. Thus, the butcher believes he is giving honest weight.
Is his assumption correct?
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CONVERSATION WITH
OvA PANCAROGLU
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NATASCHA SADR HAGHIGHIAN In your text “Signs in the

”1

Horizons”' you used the expression “the era before art,” coined
by Hans Belting,? to frame a period in medieval Islamic societies
and tolocate possible meanings of figural representation at that
time, also to hint at the significance of image making that was
applied for certain purposes outside of the context of worship.
The text starts with this misunderstanding of an alleged

“Bilderverbot,”?® a prohibition of images in Islamic cultures, as
one of the most ingrained misconceptions in the mainstream
appreciation of Islamic art. And then you set forth the different
ways of where and how images actually did appear and how they
may have simply occupied other places and had other functions
than representation or worship.

OYA PANCAROGLU Yes, a Bilderverbot exists, one which is very
explicit: worshipping the image is forbidden. This interdic-
tion is crystal clear, unarguable, and if you violate it you're
in trouble. Things relax, however, the minute we leave that
area of worship, outside of which the question becomes purely
one of time, place, mood and context, independent of whether
a Bilderverbot is in effect or not. Moreover, the possibility
of having an image can be found in every segment of the
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continuum spanning from the private to the public, as long

as no intersection with worship occurs. Personally Idon’t see

why the misconception about images in Islam is so ingrained

since it’s so clear where the Bilderverbot lies. So why does this

big misconception prevail?

Look at the earliest coins in the Islamic world. They depicted

images. Initially, in the Umayyad Caliphate, Byzantine coin

types were selected; then they were imitated, slightly altered,
and writing was added to them. Afterwards the Umayyads

went through a phase during which they developed their
own images for coins; and subsequently, in the 69o0s, the

caliph ‘Abd al-Malik implemented a monetary reform to

standardize the weight of coins throughout the empire. He

simultaneously changed the look of the coin by making it

exclusive of everything except writing.

All of this he did as a matter of course, also because writing

was so important for this emerging culture; however, the

idea wasn't necessarily to declare a rejection of the image on
the coinage. There had been portraits, not realistic portraits,
but more the idea of the image of the caliph, on the transi-
tional early coins bearing images. Then these ‘portraits’ on

the coinage were combined with writing, especially with
statements of faith about God and the Prophet. It was only
after these fairly complicated visual-textual developments

that the monetary reform came along to change the look of
coinage and eliminate its figural component.

The coin is a very public thing—it circulates—in that sense

it is public art. Their changing it was an attempt. And these

changes in the look of the coinage had to do with the asser-
tion of a new cultural and religious identity made by an

ascending political entity beginning to put its mechanisms

of state into action.

Would you call it basically a rejection of idolatry, in the sense of

using or looking at images as idols?

Quite clearly. The Qur’an interdicts this unequivocally. So
yes, idolatry is also at issue; for example, Muslims, in accord-
ance with the Qur’an, have criticized Christians for what
is perceived as their transgression of absolute and tran-
scendant monotheism. One should not be able to describe
God, nor associate Him with any other entity; hence the
Trinity, the venerated image, the icon, all of these things—
parts of Christian faith and (visual) culture—were criticized
explicitly in Islam from its inception. This issue is distinctly
present in very early texts.

As Islamic cultures have evolved into very multicultural
and complex societies, I don’t think of Islam—more partic-
ularly the medieval Islamic world—as a single, individual
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entity, or even of the religion itself as a discrete entity. It has

borne so many different expressions, and it has evolved as

a visual culture in a very complex way whilst always being
very straightforward about not mixing images with worship.
Other than that, Islamic cultures have been determined by
the time and place as well as by other cultural factors that
were effective in literature, philosophy, or popular philosophy.
Always reacting in the most natural way to their environ-
ments, these cultures have held writing as very important.
In fact, writing is the one aspect that unifies all these Islamic

cultures: the image of and the value given to writing. Thus

books became very important, and then illustrated books

became very valuable, even highly treasured. These cultures

upheld certain things steadfastly: you don’t worship any
images and you value writing. Take those two things, and

one knows how to proceed.

Does the understanding of what can be depicted, and how, have its
roots merely in a religious context, or were there also discussions
beyond this framework? I am thinking of the work of the medieval
scholar Ibn al-Haytham.

In his Book of Optics* Ibn al-Haytham describes his scientific
findings about the visual apparatus, employing various methods
of experimentation like the camera obscura to observe how the
rays of light enter the eye. He reports that the eye simply collects
rays of light, while the images take shape in the brain. For this
scientificreason, he concludes that it is impossible to depict what
we see, to create a naturalistic image of our surroundings. So in
this case, the conclusion to withdraw from ‘realistic’ representation
has nothing to do with idolatry or the discrepancy between Islam
and Christianity. Do you think that such findings also had an
impact on the medieval culture at the time?

Yes, but one of our problems lies in the difficulty of bridging

the gap between what we have as a material culture, on the

one hand, and theories, on the other hand, theories from the

medieval period for example. In other words, what is the

connection between the people who produced the works—
the artists and the craftsmen—and the intellectuals who

were writing about the phenomena of eyesight and light?

I can’t actually offer more than my colleagues in Islamic art

are able to offer. But I tend to give more credit to the artist,
as there is evidence that many of them were fairly educated

people, sometimes even people of social rank. I tend to think

that they did have access to certain ideas, but it’s actually

hard to push it all the way to that level of scholarship or

thinking and science.

I'think where the material culture and the theories do inter-
sect is within the realm of literature, for example in poetry, in
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) OYA PANCAROGLU, “Signs in the Horizon,” Res: Anthro-
pology and Aesthetics 43 (spring 2003), 31-41.

Y HANS BELTING, Likeness and Presence: A History of the
Image before the Era of Art, trans. Edmund Jephcott
(Chicago: Chicago University Press, 1994).
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FINBARR BARRY FLOOD, “Between Cultand Culture: Bamiyan,
Islamic Iconoclasm, and the Museum,” Art Bulletin 84, no. 4
(2002), 644.

1 OYA PANCAROGLU, “Signs in the Horizon,” Res: Anthropology and
Aesthetics 43 (spring 2003), 31-41.

2 HANS BELTING, Likeness and Presence: A History of the Image before the
Era of Art, trans. Edmund Jephcott (Chicago: Chicago University Press,
1994).

3 The German term Bilderverbot literally translates as “prohibition of
images.” Such a prohibition is first stipulated in the Ten Command-
ments, handed down to Moses by God on top of Mt. Sinai in the form
of two stone tablets:

“You shall not make for yourselves an idol, nor any image of anything
that is in the heavens above, or that is in the earth beneath, or that is
in the water under the earth: you shall not bow yourself down to them,
nor serve them ...” Exod. 20:4-6
This command was adhered to by Judaism, Christianity, and Islam, all
of which made different interpretations as to what constitutes idolatry
and how it can be prevented. Idolatry, in brief, can be defined as the
worship of things (such as trees, rocks, animals, stars, or other humans)
and/or the worship of a representation of a deity (in the form of a statue,
image, or figurine).

Here Pancaroglu uses the term Bilderverbot to underline an ongoing
misconception surrounding visual practices in a context usually framed
as “Islamic art.” It refers to the art historical convention established by
some Western scholars of the nineteenth and twentieth centuries which
designates Islamicart as generally prohibitive of all instances of images
and image making, holding that Islamic art is innately iconoclastic.
Incidences of iconoclasm, a practice in which images, monuments, and
representations of likenesses are deliberately defaced or destroyed
usually with a religious, political, or ideological motive, are known
throughout Islamic history. But the attitudes they represent lack
historical consistency. The art historian Finbarr B. Flood writes:

“Medieval Islamic attitudes to figuration varied from individual to indi-

vidual and could change over time, or with the advent of new political
regimes with different cultural values.”
Another translation of Bilderverbot is “aniconism.” It implies the
conscious choice to avoid figural representation. In the context of Islamic
art history, aniconism refers to a Bilderverbot in the realm of religious art
only. Unlike iconoclasm it is seen as a consistent attitute among makers
and consumers of religious art.

FINBARR BARRY FLOOD, “Between Cult and Culture: Bamiyan, Islamic
Iconoclasm, and the Museum,” Art Bulletin 84, no. 4 (2002), 644.
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the way that readings of poetry evoke images, how images
are represented there; and I think that artists would have
had access to scientific knowledge through its distillation
into literature, whether popular or even high literature. I
think there is an intermediate space, an intellectual space
where things happened. That space is sometimes difficult to
understand. You can read all this theory, which is interesting;
but to what extent did it apply to activity on the ground?

Even if the artists in the workshops did not actually read scientific
theory, they seemed to have shared a certain recognition of the
potentials and problems of depiction. Departing from a close
reading of a twelfth century treatise on images, in “Signs in the
Horizons” you describe specific criteria assigned to the image,
criteria concerning both the different effects images can have as well
as the roles within which they function. Images were used as parts
of books and narrations or as testimonies and talismans. Artists
held the knowledge that the production of a likeness or portrayal of
tangible reality was not the goal of image making. Therefore, what
one could or should depict through images is a story, a mental image.
These applications did not avoid visual expression, nevertheless
they were particularly mindful of an inherent incongruity between
images and visual perception. Depiction, then, took on qualities
of illustration, parable, and metaphor.

Iwould say, just to expand on what you said, that the distinc-
tion between symbol and metaphor might also be crucial
here. Sometimes people say, “This symbolizes that,” which
is more of a Western cultural idea: A symbolizes B. This is
strongly present in Western medieval culture; whereas in the
Islamic world in general, the metaphor is the thing. You have
an extension of one concept into another, minus the claim
that A equals B. It’s not as if you lift the symbol and regard
the thing heretofore concealed by that symbol. It's more like
aspace where these things extend and interconnect. Ithink
images also function in this way. They don’t automatically
symbolize A, B, C, D in the same way that much Christian
imagery is invested with symbolism. This is problematic for
Western audiences: When they look at Islam, they always ask,
“What does this symbolize?” I respond, “Don’t think about
symbols; think about metaphors, how things are organically
linked to each another in more of a horizontal and sometimes
vertical fashion.”
Things often work this way in literature. Many metaphors and
concepts appear, and we need to understand how they relate
to one another; hence they are introduced as being intercon-
nected. One concept leads to another, and another, and then
it comes back to a first one, and so on. I think it's helpful to try
to begin seeing also images and image making in this light.
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The Optics of Ibn al-Haytham. Books I-II-lll: On Direct Vision,
trans. A. I. Sabra, 2 vols., Studies of the Warburg Insti-
tute, vol. 40 (London: The Warburg Institute, University of
London, 1989).

Gold dinars, Fatimid dynasty, Egypt, 1079-1080 (top)
Gold dinar, Umayyad dynasty, Syria, 694-695 (bottom)

4 The Book of Optics (Arabic: “Kitab al-Manazir”) is a seven-volume trea-
tise on optics, physics, mathematics, anatomy, and psychology, written

by the scientist Ibn al-Haytham (born c. 965 A.D. in Basra). It was origi-
nally written in Arabic and was later translated into Persian, Latin, and

Italian over the course of the next several centuries.

Ibn al-Haytham explained that vision is created by rays of light traveling

in a straight line from each point on a visible object to the eye. Through

a number of experiments involving reflection and refraction with lenses,
mirrors, and the camera obscura, he proved his theories. His findings

refuted both Euclid and Ptolemy’s emission theory (that vision was caused

through the eyes’ emission of light) as well as Aristotle’s (that a physical

form emanating from the object enters the eye and causes vision).

He was the first scientist to explore the psychology of visual perception

and to argue that vision takes shape primarily in the brain. For him, vision

and perception are subjective; personal experience has an effect on what

and how people see. The eye simply senses the object, perceives its size,
shape, transparency, and motion, while the mind pieces this informa-
tion together to form a mental image based on judgment, recognition,
and inference.

The Optics of Ibn al-Haytham. Books I-lI-Ill: On Direct Vision, trans. A. I.
Sabra, 2 vols., Studies of the Warburg Institute, vol. 40 (London: The
Warburg Institute, University of London, 1989).
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Itis also important to mention that my article examines a text

which is a chapter in a cosmography,® the Aja’ib al-makhlugat
(Wonders of Creation),® a text written with a rather popular
flavor. It was fashioned for the comprehension of the moder-
ately educated rather than scientists or the like. It introduces

a scientific concept of the universe, of creation, in a very
Aristotelian manner, as would have been quite normal. The

text also introduces many things related to human interest

in people’s lives, little illustrative stories and narratives.
The author, Muhammad b. Mahmud b. Ahmad-i Tusi, and

his audience too, I believe, are situated in this middle area,
which the author is perhaps aware of. He is talking about

images in general rather than the image that is probably
being produced in the art workshop somewhere in the city
at the same moment he writes.

Why is Tusi not talking about that particular image? Because,
quite interestingly, he is talking about creation, something very
fundamental and universal. Therefore, his interest does not
lie in discussing the here and now, what the bazaar artist is

doing or what the court workshop is doing. He wants to discuss

things that point to something related to creation and universal

order, more ancient things which are quite widespread around

the world. In other words, the images he discusses stem from

all over the world, and he needs to draw attention to thisin a

kind of cosmic way rather than in this kind oflocal, “this artist
painted a beautiful Shahnameh manuscript” way.
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Although Tusi refers more to the stories and not so much to the
images, the stories are often about images too.

Yes, of course. He talks specifically about Tag-i Bustan or the
Bamiyan Buddha statues. Some readers would have traveled
and seen those things; whereas others wouldn’t have, even
though they were reading about, or would have heard of,
these stories and images.

What was his background?
We don’t really know, because this is, I believe, his only work.
When did he live?

He wrote and lived in the twelfth century. We're not even sure
when he died, but he wrote Aja’ib al-makhlugat sometime in
thelatter decades of the twelfth century, which was the time
when this kind of literature appeared, especially in Persian,
and reached mixed audiences, particularly in the Seljuq realms
of greater Iran where people were not necessarily proficient
in Arabic. It was quite standard within this period, actually,
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to offer this kind of encyclopedic knowledge at a level not
proper to the scientist, but rather to the moderately educated
person, who would seek to enlighten himself by means of a
well-rounded cultural formation known as adab. For example,
you would have needed knowledge about astronomy and
the planets, but not about all the calculations in detail. You
would have needed to know a little bit about this and a little
bit about that—a little bit about a lot of things in order to be
a truly cultured person, to show your face in society and be
appreciated, to participate in refined social gatherings known
as majlis. If you didn’t have a certain amount of adab-related
knowledge to facilitate your participation in the majlis, you
would have been excluded. This kind of literature gave people
the agency to activate themselves in society.

This book summarizes a kind of knowledge which was in
circulation, like an instruction manual offering a quick and
easy understanding of the scientific worldview, without
getting into the nitty-gritty; and it makes this knowledge
relevant with stories, with information on statues, tombs of
famous people, and all things that existed in the everyday
world, showing it all as part of a universal order. There was a
real concern with understanding order—God’s creation and
how it works as a very well-oiled machine in a way that one
must understand as order. At the same time, there’s a desire
to represent that order. It’s an act of—I don’t want to say
worship—but of piety to say, “This is God’s creation. I see it
and understand it, and I approximate some of it.” Of course,
you can never ever claim it, but it’s crucial to show how this
is an order that we need to appreciate and understand—
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—in between appreciation and testimony of God’s creation.

Yes, exactly. The idea of testimony holds great importance in
this sort of text, because it’s about creation. It's about where
we stand as humans, our life experience in the greater scheme
of things. These are questions that we still ask, that they
asked back then; and this was one way of answering them.

I was a bit confused by the central role of the human being,
especially by one quote in the title of your doctoral thesis, “A
World Unto Himself': The Rise of a New Human Image in the
Late Seljuk Period (1150-1250).” " The quote is from Nasir al-Din
Tusi: “When Man reaches. .. [perfection]... he becomes a world
unto himself, comparable to this macrocosm, and merits to be
called a microcosm.”

Nasir al-Din Tusi was a statesman and scientist active in
the Mongol (Ilkhanid) period, a thirteenth-century figure
and very famous. We know a lot more about him than
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RICHARD MCKEON, ed., The Basic Works of Aristotle (New
York: Random House, 2001).

PETER ADAMSON and RICHARD C. TAYLOR, ed., The Cambridge
Companion to Arabic Philosophy (Cambridge: Cambridge
University Press, 2005).

5 Cosmography is a science that maps the general features of the

universe, describing both the heavens and the Earth. It attempts to catego-
rize and describe the diversity of phenomena and materials present in the

known world. Any cosmography is, however, influenced by the predom-
inant models of cosmology, astronomy, geography, and other scientific

viewpoints of its time. The medieval Islamic world derived its cosmo-
logical understanding from, and debated this understanding through, the

works of Aristotle, which had been extensively translated into Arabic. In

his Physics Aristotle describes three fundamental aspects of the natural

world: the universe is a whole composed of material parts, these material

parts are caused by, and are in relation to, the four elements (fire, water,
earth, and air); the parts of the universe engage in physical relations of
motion to form the whole of the universe. Aristotle, in On the Heavens,
goes on to discuss celestial bodies, whose material is of a substance other
than the four elements and whose motion is perfect and eternal.

For the neo-Aristotelians, God was eternal and uncreated; the eternity of
the world was, however, created and therefore not absolute. A concen-
tric order to the cosmos was accepted; though philosophers such as Ibn

Rushd (known as Averroes in Europe) emphasized interconnectedness

between the realms of the universe since the motion of materials was

bound up with laws of attraction, forming a scientific basis for the idea

of gravity. Furthermore, the creation of man was of pivotal importance
for Ibn Rushd, who believed that the dualism between a created eter-
nity and God’s absolute eternity found itself expressed in the two souls
of man—the created, finite soul that gives man life, and the eternal,
singular soul of mankind, whose parts will be united into a whole at the
end of Creation. Man, gifted with an absolute soul, was a wonder in his
ability to develop knowledge about the order of the cosmos around him.

RICHARD MCKEON, ed., The Basic Works of Aristotle (New York: Random
House, 2001).

PETER ADAMSON and RICHARD C. TAYLOR, ed., The Cambridge Companion to
Arabic Philosophy (Cambridge: Cambridge University Press, 2005).
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Muhammad b. Mahmud b. Ahmad-i Tusi, who is less known.
This quote comes from his book known in English as the
Nasirean Ethics,® which is actually Nasir al-Din Tusi’s
Persian translation of an earlier Arabic work on ethics by
Miskawayh,’ who wrote one of the earliest systematic trea-
tises on ethics and how to behave—good conduct.

I was puzzled by the notion of “a world unto himself” and the
ambition to strive for perfection because it seems to contradict
the approach of worshipping, of announcing that God is the
only creator, that everything one does, whether it be in writing
orin image making, is testimony to the beauty of God’s creation.
Wouldn't you agree?

Yes, but you have to take it in context: here Nasir al-Din Tusi
(and before him, Miskawayh) was talking about the micro-
cosm and the macrocosm and how all of creation is actually
reflected in a single part of creation. All is designed by God,
and the human being is God’s most perfect, complex, and
wonderful creation. The human being is the final creation,
so when God created man, he created him to actually reflect
all of his creation. Hence there is all this discourse on how
everything in man represents everything in the macrocosm.

I guess I was confused because it seems a certain concept of
humanism is introduced here, one which could almost be
perceived as an anthropocentric worldview. You reach perfection
and become a world unto yourself, which may even endow you
with godlike power and the ability to create. That can’t possibly
be what he’s saying.

Iused the word humanism when Iwas writing “A World Unto
Himself” ten years ago.Isuppose I used it a bit unrestrictedly,
whichI'm not sure Iwould do again. I think meanings change,
and terms—Ilike you mentioned, terms and terminology—are
very problematic. Humanism is mainly understood via its
European—West-European, even medieval—connotations.
Now there are books on books on Islamic humanism, though
they are very random in that no set way of understanding
humanism prevails. Since I was looking at the human image
and why it becomes so widespread at this particular time, I
wanted to talk about a visual humanism as something that
privileges the human image and connects it with many other
things—metaphorically—, with texts and other images, with
objects. At one point I define what I mean, but you might pick
up another book on Islamic humanism which will contain
another, perhaps more scholastic definition, something
completely different. As for the concept of human perfection
(o1 perfectibility, the potential for perfection), it is never even
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remotely suggested that this is a kind of deification of man
or the assumption of divine power; rather, it is perfection
of human faculties as designed by God in the context of
Creation.

Inthe introduction of “A World Unto Himself” you quote Muhammad
b. Mahmud b. Ahmad-i Tusi: “Many images (surat-ha) have been
created on earth for the purpose of admonition so that people may
take heed of them.” Would you describe this kind of humanism
or the appearance of human images in a metaphorical landscape
as a kind of manual of human behavior?

Yes. This was the essential point of “A World Unto Himself.”
The idea of conduct is linked with the literature. You have to

understand love poetry as an ethical statement. It is about love,
butlove is a channel through which ethics and conduct are

expressed, as in how to be a good lover. In order to be a good

lover, you have to be a good, ethical human being; and you

must demonstrate that you are. Look at all these characters,
especially in Persian literature. They're all sacrificing this or

that, and they demonstrate how to be a good human being.
So love is the best way towards perfection; it’s a challenge

and it’s a test of character.

The gaze often plays an important role in these love stories or
poems, doesn’t it? Alot of the discussion on conduct is also about
regulations or rules concerning the gaze. Somebody crosses the
boundary of looking at something and basically falls in love.

Exactly. There are also cases in which portraits are exchanged,
or, as you said, someone sees an image and falls in love.
Afterwards they are obsessed with finding the person, as
in the cases of Khusraw and Shirin or the Haft Paykar, ° both
romantic poems by Nizami from the end of the twelfth
century. Those two works alone contain so much material
leading one to think about the image and the gaze. In the
Haft Paykar, these images are also interrelated with spaces:
the prince Bahram Gur discovers a mysterious room in the
palace which contains portraits of the Princesses of the Seven
Climes that affect him profoundly. Later, when he becomes
king, he builds a palace of seven pavilions, one for each of
the seven princesses whom he has brought to his court. He
visits each of these pavilions in turn and listens to the tales
told by the princesses. These edifying tales contribute to
the king’s ethical perfection, and it is particularly telling
that all of this is initiated by the portraits. These kinds of
texts are built up in a very complex manner, almost like
little universes in themselves, so that numerological allu-
sions (seven princesses recalling the seven planets) also serve

N1D0¥VINVd YAO HLIM NOILVSIIANOD

N
i
v



QdVIH ANV NIIOdS

N
IS
=

kste l‘.{,‘f:" ir'—-fu-‘gl‘.r-n.r'.r.r/‘;r {;’rLJL;
_ w;hh:'ﬂ{q;{f—-ﬁ"-’ “'LJIF--"'”'U "?y"!*#l'
. ‘P!,,ﬂ.i’f'fa._-f,iﬂ-.—-’ r/fﬂf,:’—/r’:a.n il

=ikl e

ity !'{kﬂ?:f_?aef, 7
'::_‘:}ﬁd_l.—-ﬂ'wpr H‘Lf; U’r;ﬁ .d....-a- t..-’jf,a‘

B
! IE’.&r-_-“l '_,.-”}J” 4 ]‘l

O deme Sl Gliglxol Colxe | dae & o> (5, Ko,>  Portrait of the Prophet Muhammad, from ‘Ajd’ib al-makhlugat by
VAN (ol e owsb aaxl s 8g0xa  Muhammad b. Mahmud b. Ahmad-i Tusi, Iran, 1388

ER o N



spoberée

ol xS 5l 6,0 0> Can g0, 0 plyes  Bahram Gur in the room of the seven portraits, from the
VEV-AEWY Gl s ausCul Anthology of Iskandar Sultan, Shiraz, Iran 14101411

N1D0YVINVd VAO HLIM NOILVSIIANOD

N
i
vl



to bolster the structure of the work within the conceptual — aliod § (o Lo Cui yloby CS A Caas) (goue
framework of the microcosm-macrocosm relationship. ol olbe salaly pagae ozl jo S W56 gt
: il e 5 5]
And there’s also often a moral in them, isn’t there?
05 3l AW Samess (ggl> 3 el g
Definitely. That is the main objective. i
el Gyaars e LS ]l vs
Yes, Bahram disappears at the end, doesn’t he? ’
Dglen wmd 5 0L o el als
He disappears—
—into the image?
¢ b 095
He is led into a cave while hunting and, mysteriously, he
never returns; nor are his remains found. By that point he ;5 2 ciloglT3l, g 0051 0y0 (5,8 5l s IS >
has already learned many lessons from the seven princesses | ;3 (59 .5,035 cod bz 35 (5,51 5 95,5 aisls
and other experiences; therefore he’s a different personthan 50 4 uL}A.Q,_m 3 ey ey iy wl> o
he was in the beginning of the story, when he was merely )] Lié S50 g 00,5 il o iSgel Liolods 20

a happy prince. S LG o s aad ol Jheds (goolp—i
Attheendhe’sasort of evolvedhumanbeing, and heentersa 5,5 (golg 4 pileSas g ol @il Sl ool
different plane, I believe. One of the things thatItalk about in ’ b o0 9959

“AWorld Unto Himself” is this idea of ‘perfectibility’: the poten- oy « 95 y5,0] GJ k> ,0 a5 (g 50l 3l SO
tial of humans to perfect their faculties. Some do and some oo dlowisl 1l €5 3 JLS» (sodude (isls
don’t, but if one does reach that ultimate level of perfection, ol -l 4 = e SR Sle JuoSS 6l
then one reaches this intermediate status, like the Prophet. 51 (S «0iiS cod (i ;500 (F 0 9 4oy o

QdVIH ANV NIIOdS

We don'’t consider the Prophet as God. It’s not about being
divine; it's something which is conceived as progress on a
universal continuum. It’s almost like evolution, even going
beyond what is considered ‘being human’ because one has
become so perfected. In a way, God gave this potential to all
humans, but some will develop it and some won't.
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And the perfection lies in the conduct?

Yes, in conduct and in knowledge. My thesis develops the

idea of perfectibility as having two bases: conduct—ethical

conduct—and knowledge, meaning the pursuit of knowledge.
The two of them are alternative, or dual paths to perfection,
and thatlevel of perfection is actually what this little excerpt

(the quote from Nasir al-Din Tusi) is about. When you reach

that level, you're perfect. Then you begin to reflect all of crea-
tion within yourself because you develop all of your faculties

as God intended.

But it’s the perfection of the microcosm, of something that is
basically a part of creation and therefore limited. One can only reach
the perfection embedded in this microcosmic realm—to realize a
potentiality as set by God. Any other view than this would give
rise to an anthropocentric belief that man can become God Himself.
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JORGE LUIS BORGES, trans. Andrew Hurley. Collected Fictions.
(London: Penguin, 2004), 55-56

¥ OYA PANCAROGLU, ““A World Unto Himself’: The Rise of a

New Human Image in the Late Seljuk Period (1150-1250)”

(PhD diss., Harvard University, 2000).

A NASIR ALDIN AL-TUSI, The Nasirean Ethics, trans. G. Wickens
(London: Allen and Unwin, 1964).

4 IBN MISKAWAYH, Tahdhib al-akhlaq (The Refinement of
Character), trans. Constantine K. Zurayk (Beirut: American
University of Beirut, 1968).

6 Tusi's Aja'ib al-makhluqgat presents many different stories about the
nature of images and their effects, at times wondrous, revelatory, and
even destructive. One story widely disseminated during Tusi’s time is the
legend of a locked tower in the city of Toledo in Spain, which generations
of kings had added locks to, following the generally accepted prohibi-
tion of ever opening this tower. Roderic, the last Visigoth ruler, decides
to open the locks and see what the tower contains; shortly thereafter,
the Arabs conquer the city and kill its king, establishing the kingdom of
Andalusia over all of Spain.

MUHAMMAD B. MAHMUD B. AHMAD-I TUSI, Aja’ib al-makhlugat [Wonders
of Creation], ed. M. SOTUDE (Tehran: Tehran University Press, 1345/1966).

Interestingly, the Argentinian writer Jorge Luis Borges recounts this
legend in detail in his collection of short stories A Universal History of
Infamy from 1935, focusing on the objects in the tower itself:

“Entering, [the king] found within the tower figures of Arabs on their

horses and camels, habited in turbands hanging down at the ends, with
swords in baldrick-belts thrown over their shoulders and bearing long
lances in their hands. All these figures were round, as in life, and threw
shadows on the ground; a blind man could identify them by touch, and
the front hooves of their horses did not touch the ground yet they did not
fall, as though the mounts were rearing. These exquisite figures filled
the king with great amazement; even more wonderful was the excel-
lent order and silence that one saw in them, for every figure’s head was
turned to the same side (the west) while not a single voice or clarion
was heard. Carved on [the] far wall, [he] saw a terrible inscription. The
king examined it, and understood it, and it spoke in this wise: ‘If any
hand opens the gate of this castle, the warriors of flesh at the entrance,
who resemble warriors of metal, shall take possession of the kingdom.’
These things occurred in the eighty-ninth year of the Hegira. Before the
year reached its end, Tarik ibn Zayid would conquer the city and slay this
King after the sorriest of fashion and sack the city and make prisoners
of the women and boys therein and get great loot. Thus it was that the
Arabs spread all over the cities of Andalusia—a kingdom of fig trees and
watered plains in which no man suffered thirst.”

JORGE LUIS BORGES, trans. Andrew Hurley. Collected Fictions. (London:
Penguin, 2004), 55-56

we

7 OYA PANCAROGLU, ““A World Unto Himself’: The Rise of a New Human
Image in the Late Seljuk Period (1150-1250)” (PhD diss., Harvard Univer-
sity, 2000).

8 NASIR AL DIN AL-TUSI, The Nasirean Ethics, trans. G. Wickens (London:
Allen and Unwin, 1964).

9 IBN MISKAWAYH, Tahdhib al-akhlag (The Refinement of Character), trans.
Constantine K. Zurayk (Beirut: American University of Beirut, 1968).
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Khusraw discovers Shirin bathing in a pool, from the Khamsa
(Quintet) by Nizami, Shiraz, Iran, 1548
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by Nizami, Shiraz, Iran, 1433-1434
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Shirin shown a portrait of Khusraw, from the Khamsa
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No, that would of course amount to heresy, which would cause

all sorts of problems. Also, people didn’t necessarily have to

ask that question, because an average outlook of piety accepts

that God is really beyond everything. He’s everywhere and

very close to you, but He's also beyond anything that you can

imagine. Maybe you're getting closer to God in this kind of
Sufi conceptualization: As you become a better Sufi, you get

closer to God. You become one of God’s friends, but it doesn’t
mean you become God. You just get closer; you advance and
enter a higher plane.

The idea of Sufi spirituality is another thing that surfaced asI

was writing “A World Unto Himself.” It is quite easy to say, “oh,
that’s a mystical image,” or “that text, that poem is mystical.”
However, what is mysticism, or what is Sufism? All of its

imagery comes from the same language; it always uses the

same images. Everything it uses is metaphor. Everything! But

of course it channels that into a kind of experiential, spiritual

regime that one is obliged to follow. So that’s what makes it

mystical. However, if you're simply looking at the image or

the language, then you need to understand its context and

its purpose; it doesn’t have to be mystical. Mysticism is one

path where you can combine good conduct and knowledge

with this experiential knowledge, which is something else

than book knowledge possessed by scholars and judges. The

Sufis actually went through the experience of all that knowl-
edge; this experience would also be considered as a way of
entry into that higher plane of perfection.

Aswe’ve already established, an important element in stories like
the Haft Paykar or Khusraw and Shirin is the gaze. Interestingly, in
Greek mythology the gaze is perceived as something potentially
dangerous. You need to avoid Medusa’s gaze," otherwise you turn
into stone. But in the Haft Paykar and other stories, a seduction
is triggered by the gaze, and with the seduction an involvement
starts that leads to transformation. A friend told me that one of
the unwritten rules for looking is that the first look is innocent;
with the second look the gaze is already a sin: you get involved.
Bahram Gur sees the depictions of the seven princesses and falls in
love with them. Having seen their images, he decides he needs to
find them and marry them. Bahram visits a different princess every
night, and each princess tells him a story which matches the mood
of their respective names and colours. Bahram's transformation
commences with a gaze and opens his heart for the stories the
princesses are about to tell. I think in Greek mythology there is
even an understanding that an eidolon, an astral double of aliving
being, enters your eyes when looking at something or someone.”
It creates an element of involvement. It seems to me, also as you
talk, that this knowledge through experience also comes through
the gaze, as if the gaze were a dangerous yet necessary encounter
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NIZAMI GANJAVI, The Haft Paykar: A Medieval Persian
Romance, trans. Julie Meisami (Oxford: Oxford University

Press, 1995), 32.

10 The Haft Paykar (Seven Beauties) is a Persian romance written in
verse by the poet Nizami Ganjavi in 1197. The central narrative is that
of the Sassanian King Bahram Gur and his seven brides, princesses
from the Seven Climes of the Zoroastrian-Islamic world. One day while
wandering through the palace of the Arab King No’man, he enters a
room containing seven portraits of seven beauties. Bahram Gur orders
his architects to build seven pavilions in seven different colours while
he travels the world to find the princesses and bring them back to his
court. Once this is accomplished, Bahram Gur visits one of his new
brides on each day of the week. Each princess recounts a tale to the
King, highly sensuous stories related to the mood of the colour she repre-
sents. While the King loses himself in the tales, his minister seizes power
over the realm, destabilizing Persia and causing neighboring enemies
to consolidate their forces in preparation for an invasion. Bahram Gur
realizes what is happening, disposes of his minister, quells his enemys’
belligerence, restores justice, and converts the seven pavilions of the
princesses into Zoroastrian fire temples. At the end of the poem, Bahram
Gur goes hunting and mysteriously disappears. Through symbolism,
complex metaphors, and rich, vivid imagery, the poem presents the
tale of Bahram Gur as an allegory of the path towards human perfec-
tion through the cultivation of knowledge, good character, and virtue:
“Take not apart the good pearl from the string; from him who is of evil
nature flee. An evil nature acts consistently: have you not heard that
Nature does not err? The evil-natured man keeps faith with none; the
erring nature does not fail to err. The scorpion since it is by nature
bad—to let it live's a fault, to kill it, good. Seek knowledge, for through
knowledge you effect that doors to you be opened and not closed. He
who shames not at learning can draw forth pearls from the water,
rubies from the rock. Whilst he to whom no knowledge is assigned—
that person (you will find) ashamed to learn. How many, keen of mind, in
effort slack, sell pottery from lack of pearls (to sell)! How many a dullard,
through his being taught, becomes the chief judge of the Seven Climes!”

NIZAMI GANJAVI, The Haft Paykar: A Medieval Persian Romance, trans. Julie
Meisami (Oxford: Oxford University Press, 1995), 32.
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that you must risk; and you gain access to the experience by being
seduced by the gaze to enter a sphere where this experience
changes you and creates knowledge.

Yes, and it does change you. The idea of the gaze, as you
describe it, is also linked to the concept of wonder. You see

and look, and the reaction is described as wonder or ajab.

This in itself leads to a whole category of discourse, this kind
of amazement and wonder which really penetrates. It’s not
like you're just sitting at your desk and all of a sudden you
have an epiphany.

It is the experience of encountering whatever you're seeking,
whether you're Sufi or a scholar or just a regular person.
Crucial is your encounter in the world and your ability to
see it as a wondrous sign. It's very central to the way that
human development is considered. You need to have that
wonder, that ability to say, “Oh my God.” This will push you
to your next level.

Sometimes it can be a dream which visits you with certain
images. You may wake up and you may have gone one
step ahead, assuming you understand what the dream
means. Also, as in reality, you may encounter a statue or an
amazing architecture.

The concept of falling in love seems to be central for the one who
is seeking: wonder or ajab creates an emotional affection toward
the thing one encounters. Witnessing and being amazed by the
beauty and wonder that God creates makes you fall in love, and
you fall in love so strongly that it overpowers you. You have to
follow it, whatever hardship this might entail.

Yes, it sort of evades your control. The experience compels you.

The metaphor of seeing as access to knowledge and the notion of
realization through experience connects as much to philosophical
questions as to religious ones. It brings me back to our question
of terminology. Is there a discussion in your field about the use
of terminology? More specifically, are there people who look for
ways of talking about these art works or poems outside of the
framework of Islamic tradition, something outside of calling them
Islamic art? We have been struggling with these categories. It’s
not that it feels wrong, but—to stick to the logic of seeing—the
denotation ‘Islamic’ might block the view for a wider and perhaps
deeper understanding of the questions raised by these works.

We do have this terminological problem which creates
certain unsound categories and parameters; we just haven’t
found a good solution yet. If I knew a solution, I would
definitely tell you.
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Bowl with a gorgon’s head, Greek, Archaic period, c. 625-600 B.C.

1 Medusa was the name of one of three sisters, a female monster
belonging to the race of Gorgons, terrifying creatures with snakes for
hairand a horrifying gaze which would turn any onlooker into stone. In
Greek mythology, the hero Perseus, with the help of the gods, was able
to kill Medusa by donning a cape of invisibility, entering her chamber
unnoticed, and cutting off her head while looking at the reflection of
her face in his shield. In his book Remnants of Auschwitz the philosopher
Giorgio Agamben analyzes the figure of the Gorgon and its representa-
tion in ancient Greek literature, vase painting, and sculpture. In fact, the
Greek word for face—prosopon—indicating that which stands before
the eyes or presents itself to vision, was never used for the Gorgon'’s face.
Rather, “antiprosopon” was used to convey the prohibited face whose

sight produces death. Curiously, the Gorgon’s mode of representation
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Islamic art history is relatively young compared to other fields

of art history. If you look at the Western scholarship from

the end of the nineteenth century, it’s called Muhammadan

art. Why? Because Europeans conceived it in relation to, say,
Buddhist art—Buddha, Buddhist art: Christ, Christian art.
They wanted to conceive of it in that light, as Muhammadan

art. There was also Saracenic art, which is a little bit more

loaded; but they dropped that very quickly.

Then there was, of course, a period in the twentieth century

in which nationalist sentiments and ideologies gave birth to

categories such as Turkish Art, Iranian/Persian Art and Arab

art. Then other scholars came who sort of pulled back, saying

Islamic s still better than all this nationalist discourse, which

is problematic in the perspective of history.

None of that got resolved; all of this discourse is still there.
There is the nationalist way of looking at it. I'm not saying

that it's even wrong in many cases to talk about Iranian or

Persian art. It’s not, but it's problematic if you exclusively use

that term all the time; if you do, then you've built a parameter

by other means. It becomes even more of a problem with

so-called Turkish art, because we can’t even establish its

moment of inception. And Arab art is a whole other thing,
especially regarding painting and the book arts. There is talk

about Persian painting and Arab painting, and sometimes

Ottoman painting. Persian painting versus Arab painting—
it becomes like, “Yes, the painting is in the book, in which

the language is Persian.” Yes, there is a stylistic continuity

and affiliation with all of these things that we categorize as

Persian painting; though the term Persian, when applied to

painting, derives from Persian linguistically, as is the case

with Arab painting. It’s such a problem.

I'think there are only a few people who have questioned this.
It’s very difficult to offer an alternative when you want to

deal with a large corpus of works. The problem kind of disap-
pears when you go onto the micro-level and talk, for example,
about one place, ten years, or three manuscripts. When you

want to discuss more generally, it becomes difficult and

problematic as regards the terminology.

An American historian named Marshall Hodgson, who was

one of the best—I would say—historians of medieval Islam,
wrote a three-volume book called The Venture of Islam.” He

died fairly young after finishing it, but it’s the most reflec-
tive account of Islamic history. He introduced—and I think

he was also trying to deal with this terminological problem—
the term ‘Islamicate.’ Now, it doesn’t sound good, but he

was trying to differentiate between cultures and their prod-
ucts and affiliations. Islamicate was a more open and loose

umbrella term that was intended to incorporate non-Muslim

elements as well. The intention with Islamicate was good;
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GIORGIO AGAMBEN, Remnants of Auschwitz, trans. Daniel
Heller-Roazen (New York: Zone Books, 1999), 53-54.
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PLATO, Complete Works, ed. John M. Cooper and D.S. Hutch-
inson (Indianapolis: Hackett Publishing Company, 1997).

)Y MARSHALLG.S.HODGSON, The Venture of Islam: Conscience
and History in a World Civilization (Chicago: University of
Chicago Press, 1974).

V¥ HANS BELTING, “Afterthoughts on Alhazen’s Visual
Theory and Its Presence in the Pictorial Theory of Western
Perspective,” in Variantology 4: On Deep Time Relations
of Arts, Sciences and Technologies in the in Arabic-Islamic
World and Beyond, ed. Siegfried Zielinski, Eckhard Fiirlus,
Daniel Irrgang, and Franziska Latell (KéIn: Verlag der Buch-
handlung Walther Konig, 2010), 43-52; BELTING, Florenz und
Bagdad: Eine westéstliche Geschichte des Blicks (Munich:
C.H. Beck Verlag, 2008).

in Greek art breaks with the iconographic tradition in which human
faces are drawn in profile, instead always presenting her as a flat, full
frontal face, an absolute image. Agamben concludes that this conven-
tion displays a Greek understanding of the problematic of the direct
gaze, something that is impossible yet inevitable to look upon, whose
sight produces clear-cut consequences.

GIORGIO AGAMBEN, Remnants of Auschwitz, trans. Daniel Heller-Roazen
(New York: Zone Books, 1999), 53-54.

12 The Ancient Greeks believed that at the moment of death the soul
took the shape of an astral double as it freed itself of the physical body.
This spirit was called the eidolon. Not only could the eidolon feel pain,
it longed to return to life. Homer described the eidolon as a thing as
terrifying as it was intangible, a mere image with no weight. The term
eidolon, along with eidos, eikon, and idea, stems from the Greek root
for ‘to see’ (idein) and is therefore related to a concept of form. A mute
image of the dead, the eidolon was a shadow. Plato would write that
an object is a form and that visual phenomena are mere shadows that
fleetingly portray an essential form. Plato’s object referred to forms as
diverse as dogs, humans, mountains, and colours, as well as concepts
such as love, courage, and good. For Plato, a universal form was distinct
and singular, manifesting itself in particular, plural representations as
either an object or a visual phenomenon. Triangles occur as pyramids,
mountains, or flower petals, but these all share the core form of “trian-
gularity.” Knowledge, according to Plato, was the ability to mentally
grasp the world of forms.

Although eidola were immaterial, eikona were material images or like-
nesses. The term ‘idolatry’ is concerned with the senses conveyed by
both eidolon and eikon; for, the idol, representative of a greater spirit,
is materially represented by the icon.

PLATO, Complete Works, ed. John M. Cooper and D.S. Hutchinson (Indi-
anapolis: Hackett Publishing Company, 1997).

13 MARSHALL G. S. HODGSON, The Venture of Islam: Conscience and History
in a World Civilization (Chicago: University of Chicago Press, 1974).

14 HANS BELTING, “Afterthoughts on Alhazen’s Visual Theory and Its Pres-
ence in the Pictorial Theory of Western Perspective,” in Variantology 4:
On Deep Time Relations of Arts, Sciences and Technologies in the in Arabic-
Islamic World and Beyond, ed. Siegfried Zielinski, Eckhard Fiirlus, Daniel
Irrgang, and Franziska Latell (K6In: Verlag der Buchhandlung Walther
Konig, 2010), 43-52; BELTING, Florenz und Bagdad: Eine westdstliche
Geschichte des Blicks (Munich: C.H. Beck Verlag, 2008).
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but it didn’t catch on, and the problem remains. Supposing
youdon't use Islamic anymore, are you going to go the route
of these national categories?

Or geographical categories.

Geographical categories will change with the period you're
looking at. Sometimes one country is part of a certain human
geography, and in another time it’s part of a different one. If
you think of Iran, you can think of greater Iran from Central
Asiatolraq. That’s fine, but then at other times those things
get divided: Iraq becomes Ottoman, for example. Is it still
greater Iran? So it’s very difficult, unfortunately, and the only
thing you can do is get people to be sensitive to the problem
in hopes that another way of conceptualizing things will
come along, one that we’re just not ready for yet. Maybe we
don’t have the conceptual tools yet.

I wonder how we should deal with it if there are not even

solutions in the academic field.

In a funny way it reminds me of football. There is football and

then there’s women’s football. Just recently a leftwing German

newspaper suddenly introduced a new structure on their sports

page—they divided the page and headlined the two sections with
“Men’s Football” and “Women’s Football.” I think it was an attempt
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So they actually say men’s football?
Yes, it just sounds so funny, men’s football.

But that’s good!

It makes you aware of how funny it is to say women'’s football.

I guess it parallels the problematic use of terminology in art
history, at least in the European tradition: they talk about art
history, and then suddenly there’s Islamic art. Nobody ever cares
to mention Christian art.

Yes, there is a major imbalance in perception. When scholars
in this field develop a title for an article, sometimes—a lot of
times—the word Islamic will go into that title. So now I'm
currently experimenting with titles where I don’t use the
word Islamic. Why do I have to qualify it? Why do I have to
say ‘Islamic architecture’? Can’t I just say ‘twelfth-century
architecture’? Of course it will be apparent what part of the
world I'm talking about, so why do I have to use this term?
But I've only begun to question it after all these years. It's
a slow process.

to stimulate discussion of a terminology that is taken for granted.
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Iwonder how we can overcome the comparative mode that this
kind of terminology establishes. Take for example Hans Belting’s
studies on the dual perspective.” The theory of seeing and the
image theory are valuable contributions to the discussion on
the history of the image, but the way he dichomotizes these two
theories into an Arab theory of seeing and a European theory
of image is problematic. Basically, he is saying that the Book of
Optics written by Ibn al-Haytham was translated and appeared in
medieval and Renaissance Europe. He further describes how the
theories of Ibn al-Haytham, who had developed perspective and
the camera obscura in order to understand the process of seeing,
were appropriated by Brunelleschi and Alberti to develop their
version of perspective as a method of construction in painting,
a method that indroduced a geometric point—this point being
the eye of the viewer—as the central point from where the world
unfolds and from which Renaissance painting is constructed.
Here, the eye of the viewer is a central symbolical form of the
Western world. Belting’s point is that Ibn al-Haytham has been
forgotten as a source and that the history of painting has to be
corrected accordingly.

The other example of his establishing this dichotomy is the
window. He says that in the European tradition the window is
a symbolic form—here we have the symbol again—that stands
for the gaze into the world and for the making of images. Itisa
fundamental part of the self-conception of the individual. The
painting is an open window through which the individual sees
the world. According to Belting, it is a symbol of the highest
order in Western culture. Then he goes on to desribe the window
in Arab architecture, which for Belting has a function which is
opposite to the window in the West. Light enters the interior
through the window and allows the person in the interior to
participate in the exterior. And as the light enters through the
mashrabiyya, a geometrical grid that gives the Arab window its
shape and ornament, it is introducing the idea of a tamed gaze.
Belting describes geometry as a method to tutor or discipline the
gaze and sees the window in Arab architecture as a representation
of this domestication.

I found his descriptions very thought-provoking, but I wonder
if there are ways to approach a theory of seeing and a theory
of the image without dichotomizing and without establishing
or re-establishing the notions of ‘us’ and the ‘other culture.’ He
literally uses the term “the other culture.”

This kind of dichotomy is prevalent. In a way you kind of
expect him to do this. I find it difficult to fault a senior scholar
like him who looks at this field, the Islamic field, and sees
it as introverted. Whatever the people in the Western field
are able to extract from it indeed comes to them in that
form of the ‘other’

N1D0YVINVd VAO HLIM NOILVSIIANOD

N
a
~



For younger scholars I would be less forgiving, because,
yes, I think they should be more flexible and their thought
processes should be more open and malleable. But I think
there is, likewise, the responsibility on our end not to be so
introverted or categorial.

Islamic art has divided everything. It derives from this past
of connoisseurship where you divide everything because
you're going to sell it or because you're going to put it into a
museum; but what this amounts to is a reduction of every-
thing. It’s a very reductionist activity and process; and still
we deal in these distorting categories of Persian painting or
Arab architecture, or with people who look at ceramics while
they don’t look at metalwork because it’s ‘another category.’
We need to break these categories down; and once this
field has dissolved them and reformed them in completely
different ways, I think the dialogue will turn into something
more naturalized rather than dichotomized.

The effort has to come from both sides; and I think the younger
generations of scholars don’t necessarily subscribe to this idea
of division. However, they're still a bit handicapped, because
they don’t possess all the information about this field in this
kind of open manner. It comes to them in this quite catego-
rial way. It’s hard for them as well. It will change, hopefully.
Considering, also, that Islamic art history is such a huge field
in terms of material, geography, and period, the number of
people working in it is quite small.
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It's good to know that it exists as a question or as a problem in
the field. Maybe you don’t need to have immediate answers. It's
something that has to be put out for discussion.

Yes, this topic needs to be fed by good scholarship, and a
different kind of scholarship as well, one which should not
be sacrificed for anything. There will be a consensus of sorts
eventually, I'm not sure how. As I said, the most we can do for
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much, even though they still subscribe to these categories?
Does one fight against that, or does one just point it out and
move on? I think it’s the latter. The engagement across this
apparent divide is happening, albeit slowly; and the gap is
quite large and unbalanced in terms of accumulation. You
have all this accumulation in the West, but not so much here.

Accumulation of knowledge?

Knowledge and scholarship, and ways of looking at publi-
cations, and formats of teaching. Here we are still covering
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Mashrabiyah (outside), Cairo, photo by G. Legekian, 1877

Mashrabiyah (inside)
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ground that has never been covered before. I think we have
this tendency to always look at the West and notice this gap
or dichotomy, though the Islamic phenomenon—whatever
you want to call it, the Islamic world—sits in the middle of
all these cultures and certainly overlaps in many instances.
There is also an Asian component, and that hasn’t even been
tackled. It's as though we need this engagement with the
West, perhaps because a lot of Islamic scholarship happens
in the West.

Andyet, the connections of the Islamic world with China, with
India—they’re extensive and complex. But tackling some of
these areas is a great challenge and requires a great deal of
investment—learning new languages, being able to travel and
access sites, collections, and institutions. Practically speaking,
it requires a lot of foresight, patience, energy, assets, and at
the end you still need some luck! I'm not even mentioning
political obstacles.

What makes this Islamic field so interesting, ultimately, is its
dynamic position at the midpoint of everything. It fostered a
long period when all of these things came in, went out, came
again, left again, and so on.

You can explore it on a material level as well. Just look at the
influence of Chinese ceramics on Islamic ceramics. That’s a
whole field in itself. People recognize it, but it shouldn’t be
limited to just one medium. It should be understood in a wider
sense. It’s a big challenge for any single person.

But then again, it can create situations where you encounter a
wonder much more easily, even if it's a wonder of something you
don’t understand—ijust to come back to this sense of perfection we
talked about earlier. It seems like this accumulation of knowledge
and scholarship in the West can also be a handicap in terms of
everything already being known, understood, dealt with.

There is, seemingly, nothing to be discovered, only to be
reassessed.

This accumulation creates a certain blindness towards what you
are seeing, but it also creates an inability to have an experience.
It’s this reassessment of known things which is so problematic.
I think that is why we felt attracted to the idea of unlearning;
clearing the field and saying, “let’s start from scratch.” It seems
like something exciting in the field of so-called Islamic art or
Islamic studies, the fact that there is so much ground that has
not been covered, so much undefined territory that invites one
to ponder and question methodology from scratch.

Thatis one of the reasons why I chose this field. Also on a prac-
ticallevel, there is more freedom and there is more excitement.
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I'think if you ask most Islamic art historians, they would tell
you that the reason they chose to pursue or remain in this
field is because it is exciting. You can go into these jungles
thatno one has been to. Everybody knows there is this jungle
there, but nobody has dealt with it. It's also good for teaching
and for generating enthusiasm among students who come
to it with a fresh perspective and are intrigued by its possi-
bilities and implications.

Istanbul, June 2010
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TOP HATS AND SHADOWS

CONVERSATION WITH (XA
REzA HAERI Spl>- Loy

NATASCHA SADR HAGHIGHIAN In your film All Restrictions — gd—a2 Ll (Sald o lduds youo GGG
End, you trace the history of visuality through clothing from )l a0 Lol Jula U, Co pal (gazsu )b docyogueo
the late Qajar period onward. At one point, the narrator says  :0,65 o (5sl, S ;0 0 iS oo pa—w i a4 |21
that “everything starts with a gaze,” which seems to suggest !l Sl 55 a5 €095 0 el L b o aon»
that engagement as well as storytelling begin with looking. In 5 .09 0 LT yias ;S5 51 aad &5 g 004l o a5 il
the film, you place the dress face to face with the gaze—thedress 5,8 a5 5 398 sd._.':')sy‘u’_o S5 59,500, |, el oLd
in the sense of a form of representation, an image that provides =~ s8> a5 o LU Lais Mu;o Olsie g plie (o jad |,
the wearer with power, status, and title. Modes of dress, as you  sleoly g, cowds g dssl> Ol b wld gl
observe, alter with changes in society and political events,andin =~ JL5 ¢ Cosdly jolic QiS4 5 Wb oo s —wlow
them you discover elements of reality as well as the imaginary Al oo Q] S aldl g
and the fictional.
wiS Wl Bk 5l ol slapbls 55l Ls,
REZA HAERI There have been many stories told through  slog, jo .cuol o)lgl,8 (uld as o Lol &f 07 )5 00l
clothes. You can see several references to clothes in the iS5 4 wld plea b wnlsd o )5 ols> )5
Old Testament. In Goethe’s The Sorrows of Young Werther, .3 odwad, a5l Lo ,Lendsl (6l DS a5 W )l—us
Werther wants to be buried in the same set of clotheshewore el L35> 51 (5,0 @ Culae Golo slaasls
when he first danced with Lotte. Sadeq Hedayat’s lettersto  Jie L . wld 5 Sy ool0 oy 5 e (50,50
his father are full of little details about the price of shirts 35 10w g5 o0 45 Sl )0 ot g S 5l askad -yl
and shoes and clothing. Another example is a quote from L dcwgs a5 (38, o SLwS sails @ ol pl 50
a writer who currently lives in exile: “In Iran, whenever I = ¢ =ild5 oo > |) mula wld 5l 0455 laee i blo
visited the homes of people I liked, I would intentionally = oJo 8y 2 U (31385 o > 1) JLo b g Jleiws
leave behind an article of clothing, a scarf orahandkerchief, i |, o] ailes opl a0 ,bgs o S5 oyl gl »
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so that whenever I missed them I could use it as an excuse
to go see them again.”

Clothing resembles film itself: It is crafted. It has an outline
and ascript. Itis edited into a montage. It has an editor—the
tailor—who canlengthen or shorten it. But the difference lies
in motion. Clothing, as opposed to film, whose meaning is
found within its progression and over time, is seen completely
and wholly in a single instant.

Clothing can be shown with photography. You dress up to have
your photo taken. In the past, this was assigned to painting.

Looking at images of clothes can be like an investigation. You
stumble upon clues and you question what you see, but you are
basically in the dark. Then there are these instances where the
image suddenly starts to shake because the events in front of
the camera make the cameraperson shiver. Or the clothes of the
photographed person don't fit right. The image is destabilized,
and suddenly something becomes apparent and enters one’s
grasp. Suddenly one can see that the emperor is actually not
wearing any clothes. It seems as if a portion of the film’s raw
material is composed of exactly these types of images.

In order to discuss clothing, we require a mediating idea or
ideas, something like a model. The image of a piece of clothing
has no meaning in and of itself. It must be worn or belong
to somebody. Old or second-hand clothing, pregnant with
memories, are moments and stories. Like old photographs,
they make you remember, and therein lies their quality.
That’s why I went to my old family photo albums for this
film—Istarted with one of the most readily available sources
that anybody might have in their house.

What year was this photograph taken?

This is a family portrait of my father, uncles, and grandfather,
that is, all the men of a family in Tehran fifty years ago. Some
individuals in a family decide one day to gather side by side
and have their photograph taken as a keepsake.

In those days, as with many other places in the world, a photo-
graph was a reason to wear new or European clothing. But
there’s something in these kinds of photos, something like
a collective memory, something that gives them a greater
resemblance to one another.

If we remove the cleric in the middle of the photo and look at
it again, it becomes difficult to discern where it may have been
taken. Beirut, Egypt, somewhere in southern Italy, Turkey ...
But, like you said, someone’s clothes in this photograph don’t
quite “fit right.” It is the second person from the right, who is
actually my father, the one with a mustache like Charlie Chaplin.

133VH ¥Z33 HLIM NOILYSIIANOD

o
o
vl



QdVIH ANV NIIOdS

o
o
o

This observation can lend a different meaning to a photograph
or image. The bad fit of the clothes might even be a meta-
phor for the bad fit of a culture that comes from elsewhere.

How so?

I need to add a few details about the time in which this
photograph was taken.The picture was taken at a time when
subscribing to an ideology or following a particular school
of thought was very fashionable, just like Western clothing.
The phenomenon of ‘fashion’ entered Iran at this time. That
is to say, it was fashionable to be communist or liberal or to
support Mossadeq and nationalism or intellectualism. In
this sense, one should keep in mind that, as in many other
places, imitating European customs and mannerisms was
considered a great merit.

But the cleric in the middle of this photograph, with his expres-
sionless face and his glasses and religious garb, or the father
whose sons are supposed to gather around him, completes
the aesthetic of the photograph and transforms it from a
keepsake into a family contract, something resembling a will.

He decided to have the photograph taken. Isn’t that so?

Certainly. And his decision was really a remarkable one. One

generation before him, in the Qajar era, the Imam leading

Tehran’s Friday prayers had prohibited photography. Nasser
al-Din Shah ordered that they go take the Imam’s picture so

that he would recognize his mistake.

But the cleric was not mistaken. According to his religious

education, he was right. He saw an undertaking like photo-
graphy as belonging strictly to the powers of God. In later
generations, there were clerics who ventured to make modern

laws that were compatible with Islam. Their methods were

extremely practical. Their intention was to reconcile religious

laws with the principles and phenomena coming from the

West. This photograph was a result of such an intention and,
in a way, points to my grandfather’s decision.

I wonder which occasion the image was taken on. It almost
appears as if the photograph marks a historical date or is in itself
a historical occurrence, something that connects the gathering
of these family members to a larger scheme of political events.

That people with such diverse political leanings can gather in
one place and take photographs together is itself a political event.

This is where the personal becomes political. We see that he
allows his sons to wear European clothing, but he places restric-
tions on their wearing religious garb. He advises that if they
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are incapable of accepting the responsibility that comes with
dressing in religious garb, they should not do so, and thereby
avoid soiling the clerical robe with hypocrisy.

If we could imagine the shot after this one, we might see
these same six brothers, with their European clothes, seated
on the ground cross-legged around their cleric father’s sofreh
(dining cloth), eating their lunch in a traditional Iranian way,
though we know that suits are inappropriate for sitting on
the ground or even for prayer. This was a way of life that was
familiar to many. In the behavior of clerics like my grandfa-
ther there was a sense for the times and for tolerance. They
accepted modernization in society and tried to adapt them-
selves and their surroundings to it.

That’s interesting. As a filmmaker you would, of course, imagine
what happened in the frame before and after this photo was
taken; it would probably be ordinary family procedures. So the
moment of taking the picture marks a moment that differs from

the ordinary. The picture might even be a testimony to something.

Thus your engagement with the image starts from here. If this
is a testimony, to what is it testifying? It seems as if you want to
understand what it is trying to tell you while having nothing at
hand except your ability to read the scene and imagine the plot
behind it. The fact that the people in the picture are relatives
of yours shows history’s proximity and at the same time its
inaccessibility when faced with perpetual rupture and change.

This is a problem that preoccupies many filmmakers who pay
attention to their surroundings more than anything else. It
appears that engaging with Iran’s history was the primary
concern of the past generation of filmmakers. In the genera-
tionIbelong to, the thing which requires more attention and
research is daily life and the recent past. This is to understand
a contemporary period that severely transformed Iran, though
of course these changes and developments still continue. My
generation’s childhood began with the revolution and the
war and rapid developments afterwards. However, nowhere
has anyone explained to this generation the causes of these
changes and developments. There was no opportunity for
an explanation. Neither father nor mother nor teachers had
a chance to understand past events. The revolution and the
war happened too fast. The previous generation has even
deliberately forgotten that they had once made a revolution.

This brings us back to the question of how we read images. Since
the changes in clothes seem to be synchronized with the historical
chasmsthat shaped Iran’s last one hundred years, your observations
of what people wear help you see what constitutes the image. They
help you imagine the events in which the image is embedded.
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Abolfazl Beihaghi, whose name has become entangled with
history inIran, gave an account nine hundred years ago of the
vizier Hasanak’s hanging. He precisely describes the clothes
Hasanak was wearing when his death sentence was carried
out. These descriptions turn his report of the execution into
amoment of outstanding suspense. It’s as though the entire
story is taking place this very day.

Clothes have changed in Iran as many times as there have been
wars, revolutions, and coups d’état. You can see numerous
examples of the relationship between politics and clothing
in newspapers and history books. During the coup d’état of
August 19, 1953, those who were opposed to the coup made
short-sleeved shirts fashionable.

Mohammad Reza Shah’s last prime minister insisted on
wearing suits according to the latest trends of the day. During
the Islamic Revolution, it was said that a necktie is a man’s
bridle, and wearing ties became forbidden. Most famously of
all, the mandatory removal of the hejab during Reza Shah’s
time, known as kashf-e hejab (the unveiling of the veil), and
laws making hejab compulsory after the revolution of 1979 are
examples of the relationship between politics and clothing.
In other words, whether in the past orin the present, govern-
ments in Iran define themselves through laws that stipulate
a change in attire.

So the ideological battles fought on the basis of clothing were
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linked to the codes and contexts that were associated with that
specificdress, and sometimes these codes changed. A tie could be
a sign of prestige or a bridle, depending on the context.

In old photographs and paintings, you can find several exam-
ples of issues related to shoes and hats. During the Safavid era,
when Europeans came to visit the Shah of Iran, they would
remove their hats from their heads as a gesture of respect.
But according to Iranian culture, being in the Shah’s presence
with an uncovered head was counted as a form of disrespect
towards the Shah. In Iran nobody would take off their hats.
Instead, Iranians would remove their shoes to show respect.
In paintings that have remained from the Safavid period,
this difference between Iranians and Europeans has been
visualized. It's interesting that the depicted reaction of those
present at the removal of the European man’s hat is laughter.
In photographs taken during Mozaffar al-Din Shah’s trip to
Europe, something that catches one’s attention is his extremely
tall crown, whichhe neverremoved fromhis head during parties
or formal gatherings because he knew this to be a gesture of
respect. He probably roused the surprise of guests and attendees.
We know that on Nasser al-Din Shah’s trip to Russia, he went
to theaters and ballets and became enamored with Russian
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In the time of Reza Shah, the law made it mandatory to wear
Pahlavi suits and hats. At parties and official ceremonies, the
rules and regulations concerning the dress protocol and the
wearing of top hats were translated from Western documents
into Farsi. Please note: how was it possible eighty years ago
in a Tehran where tailor shops and stores selling hats were
a rarity, for anyone to find a top hat?

And then today, thirty years of revolution and the absence
of an official Western fashion has created a strange phenom-
enon in this country. During the beginning of the Revolution,
we were not willing to conform to Western dress codes, but
no alternative solutions were given. So it was a lost oppor-
tunity. The initial idea was that the revolution was opposed
to Western icons, but then again no one was prepared to
dress in traditional Iranian clothing because they thought
it was ridiculous.

Afew years ago, after the Iranian Revolution, when a plan for
systematizing clothes and fashion was proposed by the Iranian
parliament, it was said that this plan is for the strengthening
of Iranian-Islamic culture and identity, but nobody has any
idea about what this Iranian-Islamic culture might be.
Essentially, every government enforces its own ideas about
how to dress and, if it has the power, imposes them on others.
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Here it seems like clothes are intrinsically the beginning of
images—images that are close to painting as well as to cinema.
The staging of one’s appearance counts on the viewer and clearly
challenges the viewer’s gaze. One could say clothes were somehow
animated images, even before the invention of cinema. But clothes
are not only meant to be looked at or gazed upon; as you suggest,
they can also be read like a story.

The question is, how does our material become usable in cinema.
It makes no difference whether it’s a story relating to the present
or to the past, or an account of a coup d’état or a revolution,
or an old photograph or a fragment of a painting or miniature.
Most of the films that tell stories and involve historical topics
remind one of antique shops. On the other hand, in Iran’s
contemporary history, unfortunately few visual documents
of important historical events have remained. As a result of
changing rulers and forms of government, due to the absence of
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political stability and various other factors—from censorship
tonationalist Islamic sentiments—we have lost a significant
portion of these photographs and historical images. Maybe
we need to experiment with new ways of displaying these
images, to fill in their gaps.

So the lack of documents and the political limitations already
inhibit a classical documentary approach to cinema; but, beyond
that, the problem of how to tell a story that you yourself have
yet to fully grasp becomes more of a search for language. In that
sense, cinema becomes a way of investigating this problem.

Have there been filmmakers who have looked for different paths?

There are definitely a number of artists who have done so,
and they continue to experiment in diverse ways. But an
auteur filmmaker who, fifty years ago, took up some daring
and brilliant experimentations was Fereidoon Rahnama.
In his films, from the documentary Siavash at Persepolis to
his last film, Iran’s Son is Unaware of his Mother, he tried to
convey problems regarding the identity and history of Iran
in an exceptional way. His films were like those of no other
filmmaker. For this reason, in those days he was labeled inac-
cessible or intellectual. However, nobody made much of an
effort to understand his work. Fortunately, Henri Langlois
showed his films in the Cinémathéque Francaise in Paris,
introducing him. Filmmaking was one of Rahnama’s main
preoccupations, alongside poetry and literature. Regrettably,
he passed away early. With his support, a remarkable, spec-
tacular collection of documentaries and experimental films
have been produced about Iranian art and culture.

We already spoke about an image that functioned as testimony.
Then, your question about the usage of surviving visual material
in cinema addressed the role of images as part of a story, whether
it be documentary or fictional.

In a conversation I had with Oya Pancaroglu, she explained that
in the history of Islamic painting the image was seen as having
specific effects. She quotes Muhammad b. Mahmud b. Ahmad-i
Tusi, who writes in the Ajd’ib al-makhlugat that “many images
have been created on earth for the purpose of admonition so
that people may take heed of them.” Pancaroglu said that in the
twelfth century Tusi’s contemporaries assigned very clear roles to
images in order to give direction to the effects they have. Images
were used as parts of books and narrations, as testimonies or as
talismans. Now my question would be how this understanding
of images that comes from painting was conveyed and how it
still shapes visual language; because even though the search for
avalidity of images persists, the common visual language seems
to have gone missing, having become replaced by uncertainty.
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Maybe something more then only documents was lost in the
upheavals of the last one hundred years.

This was probably what Sadeq Hedayat wanted to convey
when he wrote The Blind Owl. Iranian philosopher and scholar
Youssef Ishaghpour calls The Blind Owl an unusual story about
the clash between images belonging to a forgotten world and
the darkness of the historical reality of Iran.'

This novel, full of strange images, is indebted to painting even
more than to literature. I have read it many times and I still
have the need to refer back to it every once in a while. The
issues Hedayat addressed in this short novel were shocking,
things that no one before him had seen so clearly. It seems
like he is talking about a transmuted image that has been
completely effaced from our memory.

In The Blind Owl, Hedayat says at some point, “I write only for
my shadow which is cast on the wall in front of the light. Imust
introduce myself to it.” It is as if the insecurities surrounding a
lost language come with a loss of identity. You have lost who
you are, and you have to introduce yourself to your own shadow
in order to find a hint. In Hitchcock’s film Spellbound the main
character suffered amnesia and is taken back to the last place
he can remember in order to find out who he is. Does this apply
to our situation here?

Yes, this is the very thing that psychologists do and the main

idea of Hitchcock’s famous film.

The Pahlaviregime displayed the Qajar period as representa-
tive of Iran’s backwardness, and all the images and symbols

of that period were obscured and destroyed mercilessly. For

this very reason, many of our architectural and visual master-
pieces vanished. All the Pahlavi’s efforts were geared towards

reviving Iran’s ancient past. The government at the time

insisted on taking its legitimacy from what took place three

thousand years ago and it wanted to close the distance over-
night between itself and the world’s developed countries. A
great many things were lost in the process.

And, in your opinion, we have to start with these images that
have been effaced from our memory ...

Maybe. I should say that I don’t know, because I'm not a
psychologist. But in all likelihood, the introduction of the
movie camera can itself be a starting point. We know that
the movie camera and the first films in the history of cinema
entered Iran from the year 1900 onward. And I'm sure you've
read that when the Lumiére brothers showed their film of a
train pulling into the station at the Salon Indien du Grand
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Café in Paris, members of the audience fled their seats in fright
because they imagined that the train would run over them.

Unfortunately, we have no accounts of the first screening of
this film in Iran, but how might an Iranian viewer, who did not
yet know what a train was, have reacted to this film? Whatever
their reaction may have been, we can use it as a metaphor
for the collision between Iranian culture and the developed
West. It's as though Westerners, who were in the process of
conquering the entire world, collided with us like an oncoming
train as we were calmly and unsuspectingly moving about.?

This confrontation resulted in the amnesia and loss we have
been speaking about. Most likely the 1979 Iranian Revolution
wanted to put the brakes on this train, a train that approached
us from the cinema screen and took with it Iran’s amazed
and bewildered society.

As you say, cinema was brought to Iran very early on, but
apparently it was a long time before the first film was produced.
Why is that?

The first movie camera was brought to Iran simultaneous to

Mozaffar al-Din Shah’s journey to Europe in 1900. In his trav-
elogue, the Shah writes how Mirza Ebrahim Khan Akasbashi,
with the help of the French, showed him the cinematograph.
The very first Iranian documentary films were made by Mirza

Ebrahim Khan during those same years, many of which were

apparently lost.

But it was years before the first feature film was made. It

was in1934 that Ovanes Ohanian made the fantastic comedy
Haji Agha, the Cinema Actor. However, this date coincides

with the worst political period in Iran—the period after

the Constitutional Revolution, which was followed by war

and chaos and a coup d’état marking the beginning of the

Pahlavi period.

In your opinion, what lead to cinema being brought to Iran?

I think the movie camera was brought to Iran not only at
a time when the Shah was enthusiastic about this strange
and intriguing device, but also when there seemed to exist a
will within Iranian society, however limited, to understand
modern phenomena. Intellectual writings, such as those of
Mirza Malkam Khan, Mirza Abdulrahim Talibov Tabrizi, and
Mirza Fatali Akhundov, and the start of the Constitutional
Revolution were the reasons for this subject matter. It is no
coincidence that the very Shah who signed the charter of
the Constitutional Revolution also brought cinema to Iran—

—which, as we learned, was a momentous encounter. How does
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the amazement and bewilderment you mentioned come into
the picture here?

I'was looking through Javad Tabatabai’s historical study of
travelogues written by Iranians during their encounters
with the West. There it was mentioned that they had written
these travelogues under the name “amazementlogues.” So
the West was a source of amazement for them. One of the
most enjoyable travelogues belongs to a character named
Sahafbashi, who traveled to Europe, America, and Japan
in the time of Nasser al-Din Shah. The writer describes his
expedition with subtle humor. He says that we Iranians
have remained asleep in total neglect while European coun-
tries have made astonishing advancements. Thus, he tried
to draw a comparison between Iran and the world outside.
Apparently, he was the first person to set up a theater and
screen a film in Iran.

All these trajectories seem to intersect in the late Qajar period,

basically between the last high times of painting and the arrival
of photography and cinema in Iran. The way you describe the
amazement and bewilderment that occurred during that period
and the encounter with the West makes me again think of the
gaze. How do we explain to ourselves what we’re looking at in
this moment of awe when everything seems unfamiliar and
strange? And from where exactly do we look? The evidence of this
amazement seems to express a struggle for a viewpoint, between

the retaining of one’s identity and the challenge of being modern.

When we look at lithographic images, which actually found
wide use in Iran, or stories remaining from the Qajar era,
such as Amir Arsalan-e Rumi, we can see clear and straight-
forward meanings and concepts in some of them, but then
we become aware that other images and stories take a
sudden turn toward strange creatures and superstitions. It
is not far-fetched to conclude that the artists and writers
of this period, in their encounter with this train coming
from the West, leaned toward explaining whatever they
didn’t understand in strange and fantastic terms. Of course,
the proliferation of superstition and pseudo-science has
a long and eventful history that extends much further
back than the Qajar era. But it seems that this readily
accessible knowledge was the easiest way to explain
strange, new phenomena that the minds of Iranian artists
during that period were incapable of fully understanding.

This awe in the face of modernity occupied artists in many places
in the world at that time. In Iran, there were artists who worked
along the rift between painting and photography.Icanimagine
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that lithography played an important role here, as it combined
traditional ways of depiction with new technical procedures and
mechanized printing.

Exactly. For example, since All Restrictions End also made
reference to this, I must make mention of the images of the
great Qajar era illustrator, Ali-Qoli Kho'i. It has been said
that Ali-Qoli was a master of making lithographic images.
He printed the images of important books such as Ajd’ib
al-makhluqadt, One Thousand and One Nights, Ferdowsi’s
Shahnameh, and Layla and Majnun. His work can be described
as a kind of narrative painting, belonging to the tradition of
“coffeehouse painting.”? Ali-Qoli Kho'i attempted to illustrate
and narrate the most important tales of his land.In his illus-
trations, themes of ta’zieh (a form of condolence theater to
commemorate martyrdom), epic tales of ancient Iran, stories
related to the Qur'an, and even daily news can be viewed. *
He also illustrated for newspapers of that period. During the
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There were numerous painters in Iran belonging to this school
of painting, but what distinguished Ali-Qoli’s work from the
rest were his unbelievable compositions and his obvious and
sometimes unusual divergence from his contemporaries.
What is interesting about coffeehouse paintings is that we
see fragments of stories and books in them as well as signs
of everyday occurrences.
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This painting can’t be chronologically located: it depicts a timeless
traditional scene from a ta’zieh, but simultaneously the presence
of the man with a European hat dates the painting.

A man wearing European clothing and a top hat has entered
a story that took place one thousand four hundred years
ago in the deserts of Karbala. This painting describes the
martyrdom of Imam Hossein, and one can be quite certain
that the painter has based it on a ta’zieh play that was being
performed at that time. With the arrival of Europeans in
Tehran, European outfits, such as suits and hats, must certainly
have been used in ta’zieh plays.

Also one should not forget the role of the storyteller in the
coffeehouse who had to narrate the stories depicted in the
paintings. While the storyteller himself could unexpectedly
start weaving daily news and happenings into his oration,
he was in fact able to convey a sense of distance.

Did photography and cinema influence the work of these painters?
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Yes. At the Golestan Palace, where the Shah resided, there
was both a painting studio and the Shah’s darkroom for
developing photographs.

But surely you know that in Iranian society throughout the
centuries, image making in a Western style was forbidden
due to religious restrictions. In the Safavid era we were
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slightly familiar with European painting, but essentially
portraiture painting, as an accurate depiction of the face,
was not customary.

One canimagine that the sudden arrival of photography and
the appearance of precise representations of the human face
on the photograph caused a shock to the society of that time,
and particularly to artists like Ali-Qoli. Otherwise, the Imam
leading Tehran’s Friday prayers would have never decided
to reject photography.

In the film’s editing, you place fragments of these paintings and
photographs alongside images from the history of Iranian cinema
in order to tell a story. In the composition and superimposition of

different materials, a third image appears in the eye of the viewer.

What is your concern as a filmmaker in creating a montage of
these images?

Essay films are today considered as constituting a genre in

cinema. But with regard to montage, aside from the lessons

that must be learned from these experiments and from the

masters of cinema, the different narrative forms in Iran’s

poetry, literature, and visual arts can also be sources of inspira-
tion for a filmmaker. We sometimes come across astonishing

compositions and perspectives inlithographicimages. Aside

from the visual attractiveness and the subject matter of the

paintings, grasping the artist’s technique in this kind of
work can influence the montage of a film in a profound way.
Also, the form of Farsi script provides us with options for visual

expression, like the formal transmutability and similarity of
the words negah (gaze) and gonah (sin), which in both reli-
gious and conceptual terms can create a unified image. This

unified image is a metaphor for that very moment in which

the first fashion began with negah and gonah.

Tehran, September 2010
Translators: Zoya Honarmand and Natascha Sadr Haghighian
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ENDNOTES

1 ISHAGHPOUR, YOUSSEF. La miniature persanne: les couleurs de la lumiere,
le miroir et le jardin (Paris: Editions Farrago, 1999).

2 ARIASEB DADBEH in an unpublished interview with REZA HAERI.

3 Points drawn from ARISH MARZOOREF'S unpublished research on lith-
ographic images.

4 Qajar art historian JAHANGIR KAZEROONI in an unpublished interview
with REZA HAERI.

L]

Sho 5 oy dloeal Gy £l g a2y 5i sl S, ol jailio )
VYV Goy0l58 ollasl cpal dies )| dia

itrs ol oy, Tl ol 05,155 (655 g Sl aor ¥

S Dl pglal g9, B35k ol ks I Y

DB pe Bie 95 2Nl Lo S 555 5eaS f

2656 7 Cn S

=z
<



spoberée

ok

395 (5 pl>  Solgils pell 5l Solgls (6,8 S0 px ) OF amio
Yo bY: gams

QAYB-F1) ol Lo, clalis g0 b € osley OSP BV amio
AVYe-\Y. Sgd> ‘5@90 (Lae gm0

ub) 9 UPS9> )| L;)‘.))_.gg..s.c JL> 50 ol u.u.\.”)..ob NOA axan
1235w (3,8 Jawlgl sgam (S FI5 o ol e >

L ulglogas oo Jb Wl joolds cpall ol o> (5:10% 4 a0
5 ()5

S9a5 claid ) gy 3 sogas (sac ez o, 9y 8V P Aio
’ ¥ sam

alyd Slas ol ziS iy 5l s ¢ S (Jade NPY 4o
VWWYF (S Ol

\YYS cliglseall oy lee

g ja5 gdiseo dloged LHla S 10 s r:Lnl NFY axan

YYYP (S35 »Sile>

IMAGES
PAGE 156: Family Portrait, from the Haeri family album, c. 1940s-50s

PAGE 157: “Pahlavi hats” during the reign of Reza Shah (1925-41),
Private Collection, c. 1920s—30s

PAGE 158: Nasser Al-Din Shah photographing himself and his
Consorts in the Golestan Palace, late 19th century

PAGE 159: Consort of Nasser Al-Din Shah’s dressed as ballerina, late
19th century

PAGE 160: Fereydoun Rahnama, Private Collection of Farideh
Rahnama, c. 1960s

PAGE 161: Fereydoun Rahnama on the set of Siavash at Persepolis,
Private Collection of Farideh Rahnama, c. 1967

PAGE 162: ALI QOLI KHO'l, scene from the Khamsa (Quintet) of
Nizami depicting the lithographic printing process, 1847

PAGE 163: ALI QOLI KHO’l, Scene depicting King Solomon with two
Jinn, Aja’ib al-makhlugat, 1847

PAGE 164: Imam Hossein at Karbala, coffeehouse painting of a
ta’ziyeh scene, late 19th century

PAGE 165: ALI QOLI KHO'l, Aja’ib al-makhlugat, Private Collection
of Jahangir Kazeroni, 1847
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CONTRIBUTORS

REZA ABEDINI

NAZGOL ANSARINIA

Representing that which is interwoven and concealed in our
daily life as my main focus, my work is inspired by everyday
objects, routines, events, and experiences and their relation-
ship tothe larger social context. The Patterns series explores
the visual potential of traditional Iranian patterns and
embeds within their structure scenes from everyday life
in Iran, creating connections between seemingly disparate
events.

HOMAYOUN ASKARI SIRIZI
I, Homayoun Askari Sirizi, am the absence of the image of
Ludwig Wittgenstein . ..

MEHRANEH ATASHI
MAHMOUD BAKHSHI lives in Tehran.

DANIEL BERNDT
drawingaline.

between the lines.

don’t make any assumptions.

BINNA CHOI

Iam looking for ways in which we can continue our “practice”
and negotiate it with the social demand for “strategy,” espe-
ciallyas | runan institution like Casco. Through my “planting”
Electric Palm Tree, | also seek ways of cohabitation while
traversing different geo-cultural and political places.

MEDIA FARZIN is based in New York, currently pursuing her
Ph.D. in art history at the City University of New York.

SHAHAB FOTOUHI

my wife keeps thinking. not that she’s a thoughtful person.
she keeps on thinking about me and i keep looking at her.
as a person can’t both think and look, we’ve divvied up our
duties in this manner. so, i never think about her and she
never looks at me. she almost never looks at me, unless if she
thinks i'm not looking at her. but since i almost never think, i
never think that she’s not thinking about me. therefore, i'm
always looking at her, unless if at that very moment i see
her looking at me; then i understand that she’s no longer
thinking about me. it is at this instant when i realize that
i’'m thinking. but actually i'm not the one to blame. since
with all her beauty, she’s always the one who first looks, and
because of all her beauty, i look backand i see that she’s been
thinking for quite some time.

FARHAD FOZOUNI

S

REZA HAERI is an Iranian filmmaker and a producer of documen-
tary and short films. He lives and writes in Tehran, where he
isalsoinvolved with a local periodical. He is currently working
on an independent film project. Some of his recent works
include Final Fitting (2008) and All Restrictions End (2009).

ZOYA HONARMAND is based in Tehran and has a background
incinemaand philosophy. She is currently working on a grad-
uate degree in media and communication, with a focus on
political philosophy.

IMAGE-SHIFT

we are a berlin-based design studio. since 1999, we have been
working in social, political, cultural, and artistic contexts with,
for,and against our clients and friends. this project was special:
a strongly collaborative design process between farhad in
tehran, nataschaandashkan hereandthere,and usin berlin
(sometimes)... but: howto hold and open a book? how to look
ata script one can’t read? how to organize layouts when the
reading direction feels odd? challenging our eyes (and what
lies behind them) on how to see, look at, and understand
things—this was not an abstract encounter, but a produc-
tive irritation. thank you institute forincongruous translation!

HATEM IMAM

As a kid with mixed origins, half Palestinian, half Lebanese,
growing upin Saida in the south of Lebanon, | always felt like
an outsider. In my elementary school’s language and litera-
ture textbook | learned about the typical Lebanese: proud as
the cedar, generous as the fields, cultured and modern, yet
close to the earth and bound by the family. This hero dwells
in an evergreen village with houses made of stone and red
tiled roofs overlooking a clear blue sea. So far removed was
| from this ideal image that, looking back at the book, | see
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the roots of a nationalism that defines a large section of the
Lebanese political landscape today.

SOHRAB MOHEBBI is a writer/curator based in Brooklyn, New
York. He isa contributing editor at Bidoun magazine. Mohebbi
is currently a curatorial fellow at the Queens Museum of Art
and was a founding member of 127 band/Tehran.

MEHDI NAVID

He came to cross the street. His hands touched someone.
Maybe the other was in a rush, or maybe he was. They nodded,
both waved at one another. A smile landed in their back-
ground. During their pause, the other suddenly turned its
head and hit the windshield of a car with an endless honk.
The car with the endless honk became the embodiment of
memory and the redness of the other poured out, without
traces of the smile.

As the yellow of the air presses on the plain, it has been a long
time since the street has carried its footsteps, and the other
and its redness have both, together with fear, left his face,
but his panic and frenzy are scattered through his hands.
Wearily, he swallows the air and evaporates in the distance
of the room, becomes form, becomes attitude, within the
distance of the room: becomes the attitude of distance. And
falls between the distance of attitude’s writing. Thus, he
swallows the weariness of the room and writes to clear his
face from fear.

MOLLY NESBIT continues to teach, most recently at Vassar
College, and learn, notably at Utopia Station, an ongoing
project organized together with Hans Ulrich Obristand Rirkrit
Tiravanija.

OYA PANCAROGLU

The opportunity to participate in this project initially appealed
to me for the chance to wander out of the usual parame-
ters of academic discourse. It is constructively subversive,
faithfully seditious, and discreetly extroverted. And hence
refreshingly welcome.

TINA RAHIMI

lam a translator, a Farsi tutor, and a Farsi-content author for
Rosetta Stone Inc. My other projects include a Farsi translation
of Maurice Blanchot’s The Infinite Conversation, developing
Farsilanguage-learning curriculum for English speakers,and
exploring cinema from a philosophical perspective for my
doctorate.

NATASCHA SADR HAGHIGHIAN
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ASHKAN SEPAHVAND

I read, write, cook, research, edit, and translate. | live between
here and there, work in sporadic bursts of intensity tempered
with collaboration and conversation, and seek those spaces
where wonder can take place and stories may be told.

SETAREH SHAHBAZI

Statements are among the things | find the most difficult to
add to a work. | feel the work itself is somehow a statement.
My connection tothis project is through the conversations | had
with you, Natascha, on my terrace in Beirut last November. This
wasatatime when | had decided to hide and work on my skills.
I liked the personal way you approached me to contribute, over
those morning coffee thoughts. | decided to contribute some-
thing | would not have shown under other circumstances. It
made sense in the intimacy of the moment of confession. | feel
my statement now turns into a confession: | can’t draw, I can’t
paint, | can’t edit videos, | don’t know anything about photog-
raphy, and, worst of all, | can’t write to help hide all of this!

ZEINAB SHAHIDI

Statements are among the things | find the most difficult to
add to a work. | feel the work itself is somehow a statement.
My connection to this project is through the conversations I had
with you, Natascha, on my terrace in Beirut last November. This
was atatime when I had decided to hide and work on my skills.
I liked the personal way you approached me to contribute, over
those morning coffee thoughts. | decided to contribute some-
thing | would not have shown under other circumstances. It
made sense in the intimacy of the moment of confession. | feel
my statement now turns into a confession: | can’t draw, | can’t
paint, | can’t edit videos, | don’t know anything about photog-
raphy, and, worst of all, I can’t write to help hide all of this!

JANA TRABOULSI

lam a Lebanese illustrator and graphic design teacher. With
my contribution, I'd like to reflect on the relationship of the
hand and eye in drawing and calligraphy.

WILLIAM WHEELER

Language and copy editors sometimes see it as their exter-
nally imposed purpose to act like language is a science that
gets corroborated by conventions of institutionalized cogni-
tion; however, more often than not, language is a relativistic
farrago of intensities, memories, projections, (mis)under-
standings, (mis)translations, inspirations, and sensations. All
things considered, my biggest questions are the following:
is there even such a thing as a technology for the nurturing
of singularites in written language? A poetic technology?
I would encourage each reader to continue editing these
texts, filling the margins with proposals for changes and
rearrangements. | think the book extends a wholehearted
invitation to do just this.
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The Alborz Mountains, Anselm Franke, Antje Ehmannand

Harun Farocki for providing room for thought and respite, Arab
Image Foundation (best office view in Beirut), Ariaseb Dadbeh,
Asef Bayat for his writings, Ashkal Alwan for support, nurture, and
trust, Avery Gordon for always knowing the time, Avital Ronell

for electrifying thought and speech, Azin Feizabadi for himself,
Bani Khoshnoudi for the most precious kitchen on the planet,
Binna Choi for trusting us (we're still wearing the socks),

Carolyn Christov-Bakargiev, Daniel Berndt for his companionship,
Erik Wiegand for being a buoy in deep water, Fariba Mosmer,
Farifteh Tavakoli, Farkhondeh Shahroudi for laughing together in
Firin Sokak, Dr. Firuz Sadr Haghighian, Franz Kénig, George Kubler,
Her Majesty CM, Hesam Ayat for carrying the flame, kaf (there’s no
place like home), Katayoun Arian (misbehave!ll), Khavar Zolghadre
for her generous joie de vivre, Kirsa Geiser, Lucky 5 for putting

up with everything, Maia Gianakos for her friendship, Michael
Taussig, Molly Nesbit for ongoing inspiration, Morad Sepahvand
for his sacrifices, Neda Razavipour, Noroallah Moradi, Poori Soltani,
Pelin Tan (bliglin hava cok giizel!), Reza Haeri for being a great
friend and gifted storyteller, Setareh Shabazi for balcony views,
the Siskas (coolest family ever), Shahab Fotouhi for smoking
together in the car, Soheyla Sadr for moral support, Stefan Romer,
Tom Keenan for radical translations . .. and, of course, all contributors,
collaborators, interlocutors, and those who have supported us.
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“Unlike a work of literature, translation does not find itself in the center of
the language forest but on the outside facing the wooded ridge; it calls into it
without entering it, aiming at that single spot where the echo is able to give,
in its own language, the reverberation of the work of the alien one.”

Walter Benjamin, The Task of the Translator



