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Abstract

Drawing on ethnographic observations, perceptidrigterviewees, and relevant documents from the
field, this paper deconstructs elements of thewgiaiary journey of university art training in Iraand

its most significant structures since the 1979nhétarevolution at Tehran University and Al-Zahra
University for Women. The structures for staffiegyriculum design, and the emergent interconnected
identities at the site of research are relatedmihating the range and weight of theory in the
curriculum and its application. These culminateeitended discourses under the titles of ‘Art and
World Civilizations’, and ‘Art and the Muslim Civdation’. Continuity and cultural-historical
overviews through the ages are thus elicited, ptadpecific attention on the role of the Iranian
heritage in the development of ideas wherever gpate. The coverage of the recent developments in
the Western heritage in painting and sculptureviihin the boundaries of history of art since g
century, and the birth of Modernism and the emergearconnected styles and schools. The outcomes
of art training, expression of imagination and phecesses of art-making differ at the two campuses,
and nationally, according to the style and the m@df the tutors as well as their religious-paditi
standing. The Tehran University students often @xpland engage with perceptions of public and
conceptual art. The all female student body at &ltwAa campus succeed in creating private sites for
learning in the interiors more readily, where sawpress reflexive attitudes examining the fluidify

the concept of the nude in self-portraits. Whilst former attitudes might create possibilities Hovs
publicly in a gallery space, the latter is boundaltyrred and negotiates new degrees of personal
identities and a sense of agency and autonomydhratt.

Introduction

This paper arises from an interdisciplinary quéirea study of the development of art
education and its relationship with the conceptdehtity, at the visual art departments at
Tehran and Al-Zahra Universities in the Islamic Relc of Iran (Honarbin-Holliday 2005).
The outcome of the study has been multi-media dielpphoto essays, a total of 300 images
from the field, and the researcher’s studio workcalating her psychogeography. The
photographs are regarded as visual sociology (P04, Rose 2003, Chaplin 1994),
representing seen phenomena in Tehran and offeringuich needed contemporary visual
context from Iran.

The paper presented at Oxford referenced the 2CBBr&tudio practices at the two campuses
and the works in progress by the student bodyselection of eighty slides. As photo essays,
the selection were considered\asual texts a parallel nonverbaltisual paper where the
imagined and expressed worlds of the student bodyarticular might be viewed without
description, over-interpretation, and misplacedire#& judgement. Further, a space or an



occasion was thus created to demystify the prosessart training in the Islamic Republic
where the student body and their tutors routinelgagie with ideas in theory and practice:
drawing from plaster casts in the vast drawing istuct Tehran University [Figure 5: top
image], painting in the intimate interiors of theidios at Al-Zahra campus [Figures 1 & 2],
and experimenting with ideas and materials in thrmous multi-functional sculpture studio
at Tehran University [Figure 6]. Regrettably thesual paper cannot be presented in its
entirety in this publication.

The processes of accessing the site of researctharitld work took place between January
2002 and January 2003. A total of six months witthat period were spent in Tehran
observing the 2D and 3D ‘practice and theory’ stadit the two campuses, interviewing key
scholars and students in order to examine thersgadihd curriculum structures, and attending
to the highly significant emerging interconnectedces for art discourses such as the private
atelier system and The Tehran Museum of Contempdyer The latter specifically, created
the broader context and location for the develogroéart education in relation to public art
The participants were thus a range of curatorsagimdinistrators, students, eminent scholars
who were members of tHeay'at-i elmi’ or the academic council, a selection of tutors who
were both members of the academic council andigally affiliated to the regime, and a
number of sessional tutors and practitioners wittamy such affiliations. Recent and distant
histories, both individual and collective, and tivexperiences were thus related, clarified,
and subsequently cross-referenced through thessalfrelevant documents from the site of
research

Origins, histories and identities

Tehran University and Al-Zahra University for Womeme two significant universities
amongst a number of private and public institutioigere the development of art education
in the Islamic Republic of Iran is maintained withihe ideological framework set by the
Government.

Al-Zahra University is the only national academixstitution for women accommodating
undergraduate and postgraduate programmes. Amdagsiany faculties is the Faculty of
Applied Arts, where painting is taught alongsidenamber of other subjects viewed
specifically as crafts. It was founded in 1964 & Tnstitute of Higher Education for Girls
built on the site of a small shrine and orchardsuial Vanak in northwest Tehran. The site
was secured through a specific donation by & &éntury courtier for the purpose of
educating women, and not necessarily because afnisl ideology. It was renamed
immediately after the 1979 Revolution for a briefipd to ‘Mahboobeh Motahedin Institute’



marking the Mojahedin political movement. It wasally registered as Al-Zahra University
for Women in the early years of the Revolution tndur the memory of the Prophet's
daughter and to mark its direction and constitutibhe University has a staff made up of
both female and male tutors, including membershef tlergy who frequently advocate
Islamic ethics. It has made higher education abkaléao a considerable number of female
students, many with families not in favour of caseation. It thus plays its role in increasing
the percentage of the female student body natignalirrently standing at 65%According

to some sources however, the governing bodies-ZiAta are seeking possible legal means
to open post-graduate studies to male applicaots to

Tehran University is Iran’s first degree-awardingtitution in fine art founded in 1939 (H.S.
1319). It was housed at Marvi Khan School in Ndseosrow for two years, neighbouring
and possibly in conflict with the school for traigiyoung clerics. It was subsequently moved
to two rooms in the Electrical Engineering Facu#tiy Tehran University campus, and
eventually to its purpose built location, in a fran of the space it occupies today. As the
School of Architecture, painting and sculpturewés subsequently spaciously designed and
run in close collaboration with the French architedre Godard who ran a consultancy firm
in Tehran.

Art education, however, had been an evolutionaoggss of seven decades beginning in the
late 1840s. The transition from thestad-shagerdor master/apprentice traditions, leading to
the naturalist style and institutional training rsteed from the reformist vision of Mirza
Taghi Khaan Amir Kabir (1807-1852), the first primanister to Nasir al-Din Shah Qajar
(1831-1896). He foundedDar al-Sanayi’'or the art and craft institute in Sabzeh Meydawd, a
the ‘Dar al-Funun’ or the first modern Polytechnic, where enginephysicians, interpreters
and musicians were trained. Painting classe®at al-Funun’ were given by Abu’l Hasan
Ghaffari known as Sani'al-Mulk (c.1817-1866), copdinter to Muhammad Shah Qajar
(1810-1848). Continuity was maintained through ¢ferts of his great nephew Muhammad
Ghaffari known as Kamal al-Mulk (1852-1940), copdinter to Nasir al-Din Shah. He was
trained atDar al-Funun and later at the Paris Beaux Arts. Kamal al-Mfdknded the
‘Honarestan’ art secondary schools still in operatin Tehran, and more significantly the
state fundedMadraseh-i SanayeMustazrafehor the fine art academy in 1911 situated on
the grounds of Negarestan Palace. Following thistestyle and the cannon of the academy
in Paris and their implied liberal stance on this,ahe science of painting and stone carving
were employed and recognized in institutional r@ihing in Iran.

More recently, and post 1979 Revolution euphorithrae year closure was imposed on all
higher educational institutions in order to regroapd re-design the new national curricula in



line with what is referred to as Islamic principl&is in turn led to the birth of tH8horay-i
Enghelab-i Farhangi’'or the Cultural Revolution Council and the appwmiaeht of a new
academic cadre and senior management team with dikegiances to the new political
regime. By 1983, amidst the vast devastation ofrtiposed Iran-Iraq war and its great losses
in human life, the new curriculum was passed artdiguvork considering specific Islamic
values. Further, a number of PhD scholarships amée were made available to selected and
suitable candidates who had demonstrated theirs@idport for the new government and its
doctrines. Intellectual and political polaritiestiinew dimensions were thus born and
registered, marking the regime’s understanding emerpretation of Islamic identity. In
addition to the categorical ban of nudity and eratt, traditions of the life class, and the art
practices stemming from the individual’s lived ewxpace, the new curriculum placed
particular attention on the interrelationships ke#w art and ma’aref or knowledge of
Islamic theory. Thus forms of Islamic thought, theanterpreted religious texts, and ideas
relevant to the ongoing devastation of the lraq-ieaar became part of the art educational
discourses. These topics occupy a major spaceanthaught and examined, both orally and
in written form, consisting of the roots of theaslic revolution, Islamic tradition, morality in
Islam, ethics, repentance, martyrdom, and Islamaredact. They are in addition to the study
of Islamic civilization, the breadth of its artsdaits vast cultural heritage and territories.

The Administrative Assembly dBhoray-i Ejra-i’ were, and are today the body responsible
for the execution of the programmes and moduleggded for each discipline. The main
tutors in each discipline are from the academicncduor ‘Hay'at-i EImi’, and when
necessary vetted sessional tutors are invitedfdinger, in consultation with the Dean, elects
the Head of Visual Arts and his Deputy every twoarge These posts are political
appointments as well as academic and artistic ohes.academic cadre at both campuses,
however, regardless of their political and ideatadjistanding, or whether tenure or sessional,
wish to be regarded as professionals who striveeip and protect the interests of their
students. Ironically, as supervisors they mightrtbelves be subjected to close scrutiny and
trespass by the religious ethics guardians orttemsat’, should the work of their students
fall outside the values set by the government angl@yed in the curriculum. Consequently,
what art education might mean to the administratizdre collectively, the variety of tutors
individually, the student body in relation to tha@mbitions and lived experiences, and the
educational background of the ethics guardiansl|dcdiffer profoundly. Such fluctuations
according to group allegiances, spatio-temporaimsi indicating interpretations of religious
beliefs, and the need for sustainable employmergate multi-layered subtleties and
complexities in the understanding, definition, amgbression of the concept of identity. This



in turn determines a range of reactions and bebawvio relation to art and its practice within
the faculties as well as without.

Points on the curriculum and its implementation

An average of 80 to 90 students are selected dgratabach campus. Once the applicants
have succeeded in the much hyped and awaited sesuthe national university entrance
examination, a further selection process basedhtaiviews and portfolios might render a
placement at either of the campuses. An averadidtedén photography students at Tehran
University are selected and admitted every other yhie to the limitations in space and
equipment. Few in numbers, this group often achatveutput of high calibre.

The four year BA degree programme is based ondit@gstem of 109 mandatory core units
for each specialisation or discipline: paintingulpture, the graphic arts which include
printing and calligraphy, art photography, etc. &dditional 21 credit units are given to what
is called general subjects such as: Farsi, Engbglorts, family planning, and Islamic
ideology. There are also six optional electives foe study of topics such as visual
composition, the traditional crafts, art for chddy computing, the wisdom of Islamic art, and
developing an understanding of contemporary aitstidents have an opportunity to attend
the computer lab, and are given some hours ofitiggiand access to the internet. Upon
satisfactory completion of the final year, the sttdbody disperse to research and write a
dissertation on theory. This is bound and preseal®ugside an individual art show assessed
in a public viva contributing to the final degreank The idea of group finals at the end of
the academic year, or collective graduation shawsat entertained. This is a surprise when
such occasions might prove to be a highly valuaolecational experience for the faculty
collectively. The female students have specificakpressed the need for such collaborations.

Tehran University is where the national art culddou is designed and patterns for
implementing it are set. The core subjects arehtaag art is taught anywhere in the world
investigating the relevant 2D and 3D studio basedhndologies alongside the study of
theory. A sculpture student, for example, wouldrmdt lectures on the interconnections of
form, space, mass, and motion; the interrelatigpsshbetween the site and the art
subject/object; public art; as well engaging withdaunderstanding different materials
[Figures 5 & 6]. All forms of drawing, including awing from plaster casts [Figure 5, top
image], are considered highly important, and aaetsed in every discipline. Figure drawing
and the presence of human form is widely accepbeldisaconsidered markedly different to
the study of the nude which is not tolerated [Fég&]. The history of art is primarily

perceived as the history of the cultural developimeén world civilizations, including the



Muslim world. The message is to educate, and tthéuracquaint the student body with
intersecting, and parallel, intercultural and tenapperspectives. Such attitudes recognize the
interconnections and continuities between the aatigeriods and post-Christian era as well
as the post-Islamic arts and cultures, noting igoaehic shifts and influences, and exchanges
of ideas. The centrality of the cultural heritageRersian antiquity; its continuity and its
interconnections with Iran’s post-Islamic heritage art, architecture and architectural
ornamentation specifically; textiles; and the cimittions of these to the broader cultural-
historical developments in world art become a f@aaht whenever appropriate.

In two, two-hour sessions at Tehran University los art and iconography of the Parthians in
the late antique period, the broader geopoliticaitexts such as their seeking territorial
supremacy over Armenia and Syria were analysetniglthe Parthians’ desire for the revival
of the cultural and political legacy of the Achaerge The socio-political contexts for the
nomadic, farming, and urban groups were then diszliclarifying the origins of their
communities, their artistic sensibilities and thagdependent and often vernacular approaches
in art and architecture. The coinage and the inyagerd the specific characteristics of their
monumental relief sculpture in terms of form, linend ornament were subsequently
elaborated giving sites and examples for specikangles and carvings. The cultural
exchanges with the newly Christian Rome, and itsiquéar interest in the Mithraic rituals
and practices were further discussed. The siméaribetween words such as Mithra and
Messiah; the compatibility of the idea of the Pape the seven stages'Baabi’ in Mithraic
tradition; and the musical instruméArghanoon’ or ‘organon/organum’ that the followers of
Mithra played and sang to when they met were copited.

Similarly, at Al-Zahra campus, the early and lagrigds of the Byzantine Empire, the
subtleties and complexities of its arts in thesteen and western courts were elaborated over
extended sessions. The influences in those caunts lran’s pre-Islamic book art traditions,
textiles, and architecture, as well as Egypt’s,envenalysed in detail. Time parallels were
subsequently established in the same series eirésctliscussing the Arab conquest, and the
development of art and culture in the Muslim cowtBaghdad and Damascus leading to
Muslim Europe and the art and architecture of Ausial Intercultural collaboration between
the Safavid dynasty of 16to 18" centuries in Iran, the Gourkanian dynasty in India
specifically relating the Taj Mahal palace, and @i#oman Empire in Turkey were focused
on in another series of lectures. Their exchangihgdeas and methodologies in art,
architectural form and ornament, and the use, atlapt and juxtapositioning of new
materials according to localities and perceptiohgeometry in 2D and 3D designs were
addressed in detail. In the same vein, the devedopof the Gothic and the Renaissance were
pursued at both campuses. As a student from Al&Zptt it:
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When we studied the Renaissance, our tutor covevedy single painter and
every single brushstroke placed on a church watkly during the period.

The history of painting and sculpture fron"1® 20" centuries, however, become less fluent.
Indeed, Modernism in Iran and the development ofesv era with highly significant
contributors are overlooked. Numerous students, indded tutors, hold the view that the
history of ideas in these periods are taught pieeémacking unity, and not taught
‘scientifically’. | would interpret such views to are an absence of sustained, systematic, and
transparent address of ideas as a result of ipioruand censorship. The understanding of
the chain of events in art practices, their intar@rtedness and evolutionary meanings, and
their impact on theory is thus undermined. Whilstré does exist a culture of negotiation,
and even autonomy in the interiors of many studib&oth campuses, interruptions and
censorship occur where areas of visual art andreuttontain nudity and what is perceived to
be erotic. These are determined as unsuitableroblematic’, trespassing Islamic decency.
Figurative work however, as stated earlier, is mmred related to the heritage of Persian
painting particularly important in the Safavid a@djar epochs. It is differentiated from the
discourses concerning the nude.

All forms and schools of abstract art are encouwtages are forms of conceptual art,
installation art, and land and environmental arfeltran University. There is a consensus,
however, that not enough time is given to drawisgaasubject. The student body and most
tutors at Tehran University disagree with the wemjken to the teaching ama’aref’ or the
knowledge of Islamic theory. They hold the viewtthach weight might instead be allocated
to more sessions on drawing, especially the plastst or ‘antique’ classes. This is because
of the ‘systematic’teaching methodologies adopted by the particuitor tof these sessions
[figure 5, top image].

Voices of the student body

The face to face and regular encounter of variedksvof art, the possibility of direct
experience of spatial qualities in galleries and@wmns, the chance of participating in debates
regarding wider socio-political issues throughragtking, and access to up-to-date library and
visual resources are amongst what must be madialeaio the art student. The lack of such
opportunities and facilities in the Islamic Repuabliwould suggest, are serious handicaps for
the student body. It is my observation, howeveat the student body do have a voice and
appear to articulate that voice through art as mashpossible. Many students locate,
investigate, and contemplate ideas of intereshémtdespite the limitations, even if it means
that some works will be considered ‘unsuitable’ #gsessment and public viewing [Figure 1,



top image & Figure 2, the last two images]. Thipasticularly poignant at Al-Zahra campus
where interior spaces and private sites for legrane created by the students and some tutors
to explore ideas, particularly in relation to thisadurse of the nude. On three separate
occasions | observed and photographed sessiong wbeng women presented and critiqued
drawings and paintings, self-studies and self-pdgyr displaying partially clad bodies or
nudes. This sense of autonomy has been charactefsthe female participants, despite
imposed limitation$ Indeed as the following ethnographic data suggdsirtened for the
purposes of this paper, art training is seen a®ch tb educate, structure lives, form
perceptions, and to move towards self-realizatrmhraflexive and critical cultural criticism.

Maryam says

I am from a political-religious family, and a supfo of the Iranian government
and its stance on theology. My family did not thstkdying art was suitable for
me so | married at 15 and now have a 12 year aid sd have, however, taken
advantage of adult education provided by the edhmat jihad (or ‘jahad-i
danesh-gah) to do what | always wished.... They made it possiiolr me to
pass the national university entrance examinatr@hgave me some training in
art foundation. | hope to go abroad to Germany whiehave relatives, to
familiarise myself with other ways of looking att.ar believe they are much
more scientific in their approach. As the Proplet kaid learning is a duty even
if it is to be sought in far away China.... | thougitiout Al-Zahra University,
but its all female student body did not appeabdtame clear that | wanted to
study at Tehran University, the site of ideology &nstory.

Maryam has overcome her familial restrictions watlsense of agency and has cleared the
path to fulfil her artistic ambitions whilst remaig profoundly religious. However, she
interprets her religion in ways in which she caketaer ideas forward and structure her life.
Her sense of autonomy is not dissimilar to theofwihg participant who is secular in belief
and uses her body as a tool for reflexive analysidanguage for communication, and
expression.

Anahita says

Yes | like to paint images of my own body, somesmathout clothes. Well it is
only a body and we all have it, don’t we? My bodgur body, it is a common
language that’'s all. 1 don't know what it meansp@int ‘beautiful’ things, is
something beautiful when you can’t take your eyié#® | paint the bathroom, |



have just painted my head in the middle of the spache bathroom. That is
how | see things.

Behnaam extends his critique to notions of power and motrapsnationally in relation to
world order. Such issue-led discourses are at #attof contemporary cultural criticism
globally and examine the epistemologies of thealdde says:

I know that in this interview you were expectingliacussion about my work as
a graduating painter/sculptor, and the metaphysiwaight in Henri Matisse’s
work, which | am discussing in my dissertation. Bitave decided to make a
statement about the state of the world. | wanélio/bu that the air | breathe, the
milk 1 drink, this university, our government, amdany governments like it
around the globe are enslaved by the power sysierttee West.... Did you
know that Clinton has already been to countrieshnof the Caspian Sea and
secured all rights for the future pipelines and ¢fas in the region? The gas
which is still deep underground and not yet beeniddel for, or its extent fully
clarified by the indigenous people in that regian8o we think what is the use
of this industry?

You mentioned autonomy and art. Let me tell youudbymur celebrity ridden
autonomous art, your worship of anything that isratr by money. When
Christo wraps mountains in cloth, like a recordtinsleeve, when he covers a
skyscraper in Berlin and stands on top to be wpeshias ‘the object’ in space,
he is ruled by capitalism, and the money it depemasJust think about the
sponsors.... Money, the oil money, the money we cahaee... The money we
need to spend on a thousand and one things to wapires here, and to secure
futures here.... So, of what significance would my fanvases and sculptures
be in the unjust scale of things. If you want ttermiew me, consider these
issues, what other chance do | have to speak tevidrédd of yours?

Majid : We return to the local through Majid’s criticatalysis of human condition. His art
training is a tool to express ideas about his oiwmtedness as well as the articulation of
space, form, motion. Inspired, he translates isblatand alienation into a group
‘performance’ rooted both in the Western and Eadteritage; he claims both. He says:

The substructure of my work is nihilism. | orgardza performance on the
campus... Here, right here, in front of them all. Wied ourselves in black,
highly tailored suits, black ties, the whitest tdrsehed shirts you could find, and
dark glasses. Walking and pausing for short interveometimes in clusters,
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sometimes closing in, and sometimes on the vergdispiersing, we marched
through the campus... We stunned them all, they did kmow what was

happening for a while. Who were these men in biagts and ties! This form of
dress has not been seen here since before | wasth@ntually they realised, or
were told that we were sculpture students consideviersions of ourselves,
forms of being, in space.... | come from the provéy@nd we take the Ashoora
religious marches during the month of Moharam \&yiously, every trade is
represented in highly ordered and organized march&he performance was

the same... versions of ourselves in space....”

I shall end with Saara. Her reflexive and critical mind inspires her to ate new
iconographies, forms of art both meaningful to had in a language understood by her
contemporaries anywhere. Hers too is relevantaio &nd beyond. The function of a needle
becomes a metaphor, a conceptual tool to commeneqieriences and relationships in life.
Pain and struggle are located in her work, andghderness of young fresh leaves symbolize
her triumphs; they too exist. And maybe Saarasdiahas become a fellow traveller reaching

new levels of understanding through her. She says:

My father is a tailor so | have seen all sorts @édles throughout my childhood.
For my installation | constructed two white wallgeating a very narrow path or
passage... | pierced these walls with hundreds,nkthi thousand, large quilt-
making needles. But at the end of the path | planatthing numbers of, soft,
fresh, young leaves awaiting...inviting the feet..’s like life.... In my third

year | started going to Tehran Museum of Contempo#at, | attended their

library, and every single lecture or conferenceytbéfered.... But even they
never order new art books, just books on architectu | think | have found a
voice through studying art. You register your vome making art, don’t you?
....  won a prize for my installation, and now evay father approves of art

education.

Conclusion

The analysis of the development of university aaining in Iran indicates complex and
shifting trajectories deeply connected to, andédgatiation with, the vision of the governing
bodies beginning in the late 1840s. The preferred adopted perspectives on this
evolutionary path since the 1979 Revolution engaigle those interpretations of art training
which promote the contemporary Islamic values anlrThis leads to the development of
imposed identities and political polarities, inflwing the design and implementation of the
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curriculum and the weight given to Islamic knowledand theory. Continuity, however, is
maintained through diverse cultural-historical gse of world civilizations with frequent
and specific references to the contributions madehe Iranian heritage in art and culture in
early and late antiquity as well as the post-Istaena.

The student body demonstrate alertness to isswkergage with ideas conceptually and
critically. There is a suggestion that there doaste rigorous educational and critical culture
whose roots might also be located outside the fbspaces of the university campuses.
Despite the lack of resources, and perceived argdirgx limitations in open liberal debates,
many students seek and contemplate the interspietegen art making, human condition,
and socio-politics. They appear to be reflexiveagmative, and complex in their search;
theirs is a sensory path and an inner revolutibis, & quiet march of self-realisation which
ought to exist at the core of the processes addarcation anywhere.
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Figure 1. Al Zahra University painting studios 200terpretations of self portraitg.
(Honarbin-Holliday 2005, CD attached to chapter 6)
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Figure 2. Al Zahra campus 2003. Abstract paintmggdrylics on paper. Students ba|
from the library. Self portrait with red scarf inl @n canvas. Self study in ink an
pastel on paper. (Honarbin-Holliday 2005, CD atéatto chapter 6)
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Figure 3. Tehran University campus, Faculty of \disArts, 2003.
(Honarbin-Holliday 2005, CD attached to chapter 6)
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Figure 4. Tehran University campus, the galleryhat Visual
Arts Department, 2003. The gallery is a space @idihg vivas
and where students work in progress. (Honarbiniéij 2005,
CD attached to chapter 6.
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Figure 5. Tehran University 2003. The drawing ateldrawing from plaste
casts. A corner of the sculpture studio, the SavdptTheory and Practic
class. (Honarbin-Holliday 2005, CD attached to ¢tbaf)
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Figure 6. Tehran University, the sculpture stu@@03. Exploring the figure in relief an
free-standing sculpture. (Honarbin-Holliday 200%®) &ttached to chapter 6)
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Notes

! An analysis of the range of activities and edwretl impact of Tehran Museum of Contemporary Art

is offered in Honarbin-Holliday 2005 [Chapter 4 XT8, pages 130-135].

2 The Visual Arts Department in the Faculty of Fifes, and the Faculty’s Public Relations Office
have provided a number of documents for my analyBie manuscript relating the history of the
Visual Arts Department at the Faculty of Fine Asts'Tarikh Cheh-ye Danesh Kadeh-ye Honarha-ye
Ziba interconnected with the Faculty of Architecturashbeen a particularly significant source to
cross-reference events and dates. This is a belutifandwritten text in fifteen pages from the
University Archives with neither a date nor a sigme, in which Lunar and Solar Hejri dates are give
intermittently. | have, however, located the schaltose work this is at Tehran University, but am

unable to acknowledge him by name since he told thege he was “...in an eclipse and
incommunicado” when | requested a brief meetindiszuss the document. | have since been able to
further cross-reference the content of this manpisarith a number of articles in Layla Diba®oyal

Persian PaintingsThe Qajar Epoch 1785-1925 (1999).

3 This figure is widely reported in the media inrirdt was, however, given to me in an interview by

Dr. Zahra Rahnavard the Chancellor of Al-Zahra @nsity.

* ‘A Space for Gendered Identities’ is offered inrtddbin-Holliday 2005 [Chapter 4, Text IV, pages
104-126]

® Jihad is an Arabic word which simply means stivfor betterment. Jahad is the Farsi pronunciation
of the same word. The ‘educational jahad’ or ‘jalh@@nesh-gahi’ is a governmental organization that
provides opportunities, and some financial asstgtd0o if necessary, to vetted applicants. It ezan
advisory/consultancy/tutorial space in almost arsgigline. It has been particularly beneficial & r
habilitate many soldiers from the Iran-lraq warctime into terms with their traumas and disabilities
through education. This facility is also highly apgiated by many who have faced hardships through
lack of opportunities; it has been part of the ragesof the Revolution to create such opportunfoes

the ‘disadvantaged’. It is, however, generally ustlod that Jahad beneficiaries, at least outwardly
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and visibly, demonstrate their support for the gowgent and its policies or stance on interpreting
moral/ethical codes of behaviour. Participatingpin-government rallies, attending mass prayers and

adhering to dress codes for women, in particule adso implied.
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